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Abstract 
 
 
Broadly defining crusading as both a physical act and a spiritual goal, this is a 
diachronic study of the impact of the crusade movement and devotion to the holy city of 
Jerusalem on English visual culture, religious imagination and identity.  The crusade 
movement concurrently formed dynamic international networks and disturbed 
geographic, cultural, religious and social boundaries in both the East and West.  Because 
the most immediate zone for cultural and artistic exchange during the Crusades was the 
Holy Land, it has been the subject of immense amounts of historical and art historical 
scholarship examining issues of cultural and visual appropriation, assimilation and even 
resistance.  However, the remapping of Christian territory after the First Crusade (1095-
99), the establishment of transnational corporations (i.e., the military orders) and the 
reinvigoration of travel between East and West had an equally profound, yet surprisingly 
unexplored, impact on the visual culture and religious imagination of western Europe.  
Analyzing diverse visual material, from images of the military orders on seals, and 
monastic maps of Palestine in manuscripts, to royal chambers with paintings of holy 
warfare and the display of Holy Land relics at court, my project juxtaposes sacred and 
secular commissions made for crusaders and affiliates of chivalric culture.  It also 
analyzes art for those, like monks, who would never physically experience Jerusalem.  
My study considers the role of crusade in the construction of personal and institutional 
identity in England, proposing, for instance, that the English kings were increasingly 
compelled to fashion themselves in the idealized image of the rex crucesignatus, crusader 
king.  It carefully tracks the evolving vision of the Holy Land in England as destination, 
image, spectacle, or goal adapted and domesticated for English patrons and audiences 
 iii 
over the longue durée.  Finally it shows there was a concerted effort in England to 
localize the crusade movement and make it an explicitly English phenomenon, and to 
domesticate the Holy Land, especially Jerusalem, through art and architecture, ritual and 
display. 
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Introduction 
 
“It is not too much to say that recovery of the Holy Land, whether as an 
ideal, a symbol, or an immediate duty, pervaded the minds of men…” 
-Maurice Powicke, The Thirteenth Century 1216-13071 
 
“The assumption is that the revolutionary or unusual event, whether or not 
it involves an invasion, leads either to some triggering within the affected 
culture which brings out new and perhaps unexpected features hidden in 
the existing cauldron of memories and competencies or else compels new 
patterns of cultural life through the importation of foreign technicians, 
models, taste or behavior.  A priori, the phenomenon of the Crusades can 
legitimately be considered as such an epic or at least momentous event.” 
-Oleg Grabar, The Crusades and the Development of Islamic Art2 
 
The crusade movement concurrently formed dynamic international networks and 
disturbed geographic, cultural, religious and social boundaries in both the East and West.  
Because the most immediate zone for cultural and artistic exchange during the Crusades 
was the Holy Land, it has been the subject of immense amounts of historical and art 
historical scholarship examining issues of cultural and visual appropriation, assimilation 
and even resistance.3  However, the remapping of Christian territory after the First 
Crusade (1095-99), the establishment of transnational corporations (i.e., the military 
orders) and the reinvigoration of travel between East and West had an equally profound,                                                         
1 M. Powicke, The Thirteenth Century 1216-1307, 2nd ed. (Oxford, 1962), p. 80. 
2 O. Grabar, “The Crusades and the Development of Islamic Art,” in Islamic Visual Culture, 1100-1800: 
Constructing the Study of Islamic Art, Vol. 2 (Aldershot, 2006), p. 364. First published in The Crusades 
from the Perspective of Byzantium and the Muslim World, edited by A.E. Laiou and R.P. Mottahedeh 
(Washington, 2001), pp. 235-45. 
3 Approaches to cultural and visual exchange during the Crusades: J. Prawer, The Latin Kingdom of 
Jerusalem, European Colonialism in the Middle Ages (London, 1972); H.A.R. Gibb, “The Influence of 
Islamic Culture on Medieval Europe,” Bulletin of the John Rylands Library 38 (1955), pp. 82-98; L. Seidel, 
“Images of the Crusades in Western Art: Models as Metaphors,” in The Meeting of Two Worlds: Cultural 
Exchange between East and West during the Period of the Crusades, V. P. Goss, ed. (Kalamazoo, 1986), 
pp. 377-391; C. Morris, “Picturing the Crusades: The Uses of Visual Propaganda, c. 1095-1250,” in The 
Crusades and their Sources: Essays Presented to Bernard Hamilton, edited by J. France and W.G. Zajac 
(Hants, 1998), pp. 195-216.  
  2 
yet surprisingly unexplored, impact on the visual culture and religious imagination of 
Western Europe.  The Crusades also stimulated dynastic competition in the West, 
especially in France and England, where monarchs jockeyed for control of the movement.  
This competition contributed to the formation of national and local identities.  Until now 
scholars focused attention more on crusading culture and its role in the formation of 
French dynastic identity, largely ignoring England’s physical and spiritual investment in 
the Crusades and the Holy Land.  
This study examines the visual culture of crusading, the construction of mythic 
identities around themes of crusade and Holy Land devotion in medieval England.  In 
contrast to prior studies on art and crusade, which concentrate on single historical 
moments and monuments or exemplary crusader patronage, my approach is diachronic.  
It considers the influence of the Crusades on English art and architecture over the longue 
durée – a period that begins with the establishment of the military orders in England in 
the 1140s and ends with the reign of Edward I (1272-1307), the last English monarch to 
crusade in the Holy Land.  Investigating the effects of evolving ideas about crusading as 
both a physical act and a spiritual goal on visual self-fashioning and patterns of crusade 
patronage in England, it studies various classes of audiences and patrons, ranging from 
military and monastic to religious and royal.  As the constituent parts of medieval visual 
culture are not qualified by medium, it also analyzes a broad range of visual images, 
including architecture, sculpted tombs, pavements, illuminated manuscripts, cartography, 
seals, relics and performances.   
Unlike earlier studies on the visual culture of crusading, I am interested equally in 
politics and religious imagination.  As a result, this dissertation juxtaposes sacred and 
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secular works made for both crusaders and affiliates of chivalric culture and for those, 
like monks, who would never physically experience Jerusalem.  This allows me to 
explore crusading broadly as both a physical and spiritual goal.  Not only did the idea of 
crusade stimulate political aspirations and military action in English kings and knights, 
but it stirred the mind’s eye of the cloistered monk and propelled the devout pilgrim 
towards Jerusalem.  The concurrent analyses of the patronage of England’s kings and 
courts and the responses to the crusades in commissions by its domestic religious leaders 
and monastic communities provide insight into the uniquely English experience of 
crusading, whether actual, virtual or meditative. 
This study explores why monuments to Jerusalem and the Crusades were created, 
examines their patrons and intended audiences, and analyzes how they were received.  It 
also explores the impact of changing conceptions of crusading on visual culture.  While 
the visual and rhetorical language of crusade remained constant and rather compelling in 
England, the very nature and act of crusading itself was being constantly re-imagined, 
transformed and even exploited in medieval England, when Christian control of the Holy 
Land was increasingly out of reach and crusading became an idea or metaphor rather than 
an actuality.  Therefore chapters fluidly shift back and forth from the physical replication 
of Jerusalem and the sponsorship of active crusading in England to more imaginative 
forms of devotion to the Holy Land and spiritual or virtual crusading.  
In some cases, crusader art in England reveals a desire to make the international 
movement explicitly English by first taking figurative control of the Holy Land and then 
exploiting it in the construction of national or local identity.  In other cases, it encourages 
the performance of imagined Holy Land pilgrimage or crusade in England, as a spiritual 
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pursuit.  English art in service to the idea of crusade allowed for the performance of Holy 
Land pilgrimage and crusade in England, as a domesticated pursuit.  Indeed, there was a 
concerted effort to stimulate virtual crusading as a substitute for corporal travel to 
Jerusalem.  Liturgy and art domesticated devotion to the holy places and the Passion of 
Christ in England, and these localized devotional practices were increasingly aligned with 
crusading, as a primarily spiritual goal for the redemption of sins.  Nevertheless, the 
Crusades still were fervently promoted in England as a physical act, requiring men to 
take up arms and journey eastward; however, in the thirteenth century, prompted by the 
decrees of Pope Innocent III at the Fourth Lateran Council in 1216, participation in the 
crusades expanded to include, or rather embrace, individuals with neither the intention 
nor the means to crusade actively.  For the pilgrim or crusader journeying towards the 
Holy Land or participating in crusade liturgy in England, Jerusalem was not simply a 
place, a physical destination, but it was increasingly an “image-object” for meditation and 
devotion; it was inevitably the spiritual and mental destination in late medieval England. 
This dissertation is composed of five chapters, an introduction and a conclusion.  
Chapters one and two explore the corporate fashioning of the military orders in England 
from c. 1140 to 1313, considering their architectural “copies” of the Church of the Holy 
Sepulchre like the New Temple, London, and tracking changes in their public images on 
seals.  The foundation of the military orders, namely the Templars and Hospitallers, in 
England around the year 1140 marks the first intense period of contact between the Latin 
Kingdom of Jerusalem and the British Isles.  Chapter three examines innovative new 
spiritual routes to Jerusalem popularized in England after the loss of Jerusalem in 1187; 
these include concrete representations like Matthew Paris’s mid-thirteenth-century 
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itinerary maps from London to the Latin Kingdom of Jerusalem and imaginative 
“replicas” of the Tomb of Christ like the Holy Sepulchre Chapel at Winchester. 
Understood as models of geographical reality, these works provided access to the Holy 
Land in the medieval imagination with the aid of contemplation or liturgical ritual.  
Chapters four and five focus on crusading ideology and its visual manifestations in royal 
and courtly visual culture.  Chapter four explores King Henry III’s commission in the 
1250s for a series of palatial “Antioch Chambers,” and the reception and promotion of 
Crusade heroes like Richard Lionheart.  Throughout his reign, Henry was inundated with 
images of the Holy Land, exemplary crusader kings, and incessant information on the 
troubled state of the Latin East, however he never experienced the Holy Land first hand 
by going on crusade.  Consequently, Henry had to foster his own virtual image of the 
Crusades in England.  The final chapter considers crusade culture c. 1270-1307 during 
the reign of Edward I, the last medieval king of England to go on a crusade to the Holy 
Land.  Both Edward I and his queen, Eleanor of Castile, were physically invested in the 
crusade movement, going to the Holy Land together in the 1270s, and their artistic 
patronage provides insight into the relationship between art and crusade during a key 
moment of concrete contact between England and the East.  When examined together, 
these case studies offer a cohesive yet kaleidoscopic visual record of England’s crusading 
culture.  
 
Bibliographic Review 
Art historians certainly have considered the often convoluted and rather 
complicated relationships between art and crusade in the twelfth and thirteenth centuries.  
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These studies generally fall into one of three categories or areas.4  The first is the art and 
architecture of the Latin Kingdom of Jerusalem during the period of the crusades, 
including crusader castles, crusader renovations or reconstructions of Holy Land 
churches, and manuscripts produced in crusader workshops in the Latin Kingdom.5  
Crusader art and architecture – its usual designation – has the distinction of being 
manufactured locally in the crusader states.  None of the case studies presented in the 
current study were produced in the Holy Land, however, and are therefore not classifiable 
as crusader art and architecture.  The second category broadly deals with representations 
of crusades and crusaders in medieval art, especially in sculpture and painting.  
Significantly, studies on this topic tend to focus on works of art produced in France.6  
While this study certainly treats such depictions in a variety of media, it is less concerned 
with how they appear (i.e., the iconography of crusading) than why they appear in a 
particular context and how they functioned.   
Most influential on this dissertation, the third category considers the influence of 
crusade ideology, propaganda and politics on works of art and architecture that were not 
made in the crusader states and do not necessarily feature images of crusades or 
                                                        
4 For the initial historiographic analysis of these areas, see C.T. Maier, “The Bible Moralisée and the 
Crusades,” in The Experience of Crusading, Volume One: Western Approaches, edited by M. Bull and N. 
Housley (Cambridge, 2003), pp. 209-222. 
5 There is a long history of art historical and archaeological scholarship in this area: A.J. Boas, Crusader 
Archaeology: The Material Culture of the Latin East (London, 1999); idem., Jerusalem in the Time of the 
Crusades: Society, Landscape and Art in the Holy City under Frankish Rule (London, 2001); B. Kühnel, 
Crusader Art of the Twelfth Century: A Geographical, and Historiographical, or an Art Historical Notion? 
(Berlin, 1994); J. Folda, The Art of the Crusaders in the Holy Land, 1098-1187 (Cambridge, 1995); D. 
Pringle, Secular Buildings in the Crusader Kingdom of Jerusalem. An Archaeological Gazetteer 
(Cambridge, 1997); idem., The Churches of the Crusader Kingdom of Jerusalem: A Corpus, 2 vols. to date 
(Cambridge, 1992, 1998). 
6 Cf. N. Kenaan-Kedar and B.Z. Kedar, “The Significance of a Twelfth-Century Sculptural Group: Le 
Retour du Croisé,” in Dei gesta per Francos.  Étude sur les croisades dédiées à Jean Richard, edited by M. 
Balard, B.Z. Kedar and J. Riley-Smith (Aldershot, 2001), pp. 29-44; E.A.R. Brown and M.W. Cothren, 
“The Twelfth-Century Crusading Window at the Abbey of Saint-Denis,” Journal of the Warburg and 
Courtauld Institutes 49 (1986), pp. 1-40. 
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crusaders.  This category often explores the effect of the crusade movement on a single 
monument or object, not only considering formal traits but also iconography, subject 
matter, historical context and patronage.  Adolph Katzenellenbogen employed this 
methodology in his study of the Vézelay tympanum as an image of the First Crusade, and 
Anne Derbes, Don Denny, Carra Ferguson, Maurice Keen, Elizabeth Lapina, Christoph 
Maier, and Linda Seidel have all suggested significant relationships between select works 
of art and crusading.7  Their studies successfully contextualize the works of art in relation 
to the crusades, but they are telescopic; they focusing on a moment, an image, or an 
edifice in isolation from related works that came before and after.  Unlike this project, 
these studies do not track changes in the visual culture of crusading nor do they consider 
the relationship between the living monuments and evolving notions of the crusades.  
I have found that the third category of scholarship can be further divided into two 
subcategories: 1) historical moment studies and 2) formalist studies.  Historical moment 
scholarship is focused on intense periods of crusading or crusade promotion (usually by 
an enthusiastic crusader patron), and on the direct impact of the crusades in the formation 
of the visual culture of a religious foundation, court or city in western Europe, most often 
in France.  One of the most significant contributions in this area is Daniel Weiss’s Art 
and Crusade in the Age of Saint Louis, which examines King Louis IX of France’s                                                         
7 A. Katzenellenbogen, “The Central Tympanum at Vézelay: Its Encyclopedic Meaning and Its Relation to 
the First Crusade,” Art Bulletin 26:3 (1944), pp. 141-151; A. Derbes, “Crusading Ideology and the Frescoes 
of S. Maria in Cosmedin,” Art Bulletin 77:3 (1995), pp. 460-478; idem., “A Crusading Fresco Cycle at the 
Cathedral of Le Puy,” Art Bulletin 73:4 (1991), pp. 561-576; D. Denny, “A Romanesque Fresco in Auxerre 
Cathedral,” Gesta 25:2 (1986), pp. 197-202; C. Ferguson, The Iconography of the Façade of Saint-Gilles-
du-Gard, Ph.D. Diss. (University of Pittsburgh, 1975); M. Keen, “The Wilton Diptych: the Case for a 
Crusading Context,” in Regal Image of Richard II and the Wilton Diptych, edited by Dillian Gordon, Lisa 
Monnas and Caroline Elam (London, 1997), pp. 189-196; E. Lapina, “The Mural Paintings of Berzé-la-
Ville in the Context of the First Crusade and the Reconquista,” Journal of Medieval History 31 (2005), pp. 
309-326; idem., “La representation de la bataille d’Antioche (1098) sur les peintures murales de Poncé-sur-
le-Loir,” Cahiers de Civilisation Médiévale 52 (2009), pp. 137-158; Maier, “The Bible moralisée and the 
Crusades,” pp. 209-222; Seidel, “Images of Crusade,” pp. 377-391. 
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artistic patronage in the 1250s through the lens of his active involvement in crusading and 
Holy Land politics.  Weiss suggests that it was Louis IX’s ultimate desire to both visually 
and symbolically unite the kingdom of France with that of David and Solomon in order to 
reveal the people of France as the rightful successors to the Jews and the Kingdom of 
God.8  Like this study, Weiss’s book considers representative case studies, but he focused 
on a single patron with a specific goal in regards to the crusade movement.  In a similar 
vein, Harvey Stahl, Alyce Jordan and Cecelia Gaposhkin also have considered the place 
of the crusade movement in Louis’s artistic programs in Paris, offering important 
observations on the Sainte-Chapelle glass program and his illuminated manuscript 
commissions in relation to his crusading fervor.9 
Traditionally, there has been far less art historical attention paid to art and crusade 
in medieval England, despite strong evidence for English commitment to crusade 
ideology.  Employing some of the same methodologies used in these French studies, 
Matthew Reeve’s recent essay “The Painted Chamber at Westminster, Edward I, and the 
Crusade” cogently brings some compelling visual evidence from England to the study of 
art and crusade in western Europe.  An historical moment study, it closely examines the 
culture of crusading during the reign of Edward I, and the influence of the crusades on 
                                                        
8 D. Weiss, Art and Crusade in the Age of Saint Louis (Cambridge, 1998). See also J.R. Strayer, “France: 
the Holy Land, the Chosen People, and the Most Christian King,” in Medieval Statecraft and the 
Perspectives of History (Princeton, 1971). 
9 H. Stahl, Picturing Kingship: History and Painting in the Psalter of St. Louis (University Park, Penn., 
2008); A.A. Jordan, Visualizing Kingship in the Windows of the Sainte-Chapelle (Turnhout, 2002); M.C. 
Gaposhkin, “Louis IX, Crusade and the Promise of Joshua in the Holy Land,” Journal of Medieval History 
34 (2008), pp. 245-274.  See also P.M. Carns, “The Cult of Saint Louis and Capetian Interests in the Hours 
of Jeanne d’Evreux,” Peregrinations 2:1 (2006); A.D. Hedeman, The Royal Image: Illustrations of the 
Grandes Chroniques de France, 1274-1422 (Berkeley, 1991); W. Noel and D. Weiss, eds., The Book of 
Kings: Art, War, and the Morgan Library’s Medieval Picture Bible (London, 2002); D. Weiss, “Old 
Testament Image and the Rise of Crusader Culture in France,” in France and the Holy Land: Frankish 
Culture at the End of the Crusades, edited by D. Weiss and L. Mahoney (Baltimore and London, 2004), pp. 
3-21. 
  9 
the visual culture and patronage of the royal court.10  Focusing primarily on a single 
monument, Reeve interprets the mural program in the Painted Chamber at Westminster 
Palace as a direct reflection of Edward I’s crusading fervor.  Although he notes that the 
mode of pictorial narrative in the Painted Chamber, in particular the Old Testament 
subjects, is outmoded for the period, at least in relation to French paradigms, he reveals 
the complex ways in which the English murals participated in a “shared visual language 
of crusader culture in thirteenth-century Europe.”11   
The visual language of crusade is constantly defined and re-defined in 
scholarship, but the crusades must always be understood as a point of contact between 
East and West that led to artistic exchanges and borrowings.  Thus, the second 
subcategory of art and crusade scholarship centers on the formal aspects of artistic 
language, in particular the assimilation of Islamic design elements into the western 
Christian tradition.  Notably, both Jean Bony and Nicola Coldstream recognized certain 
“eastern forms” as defining elements of the English Decorated Style (1240-1360), such as 
the ogee arch and Kentish tracery.12  This area of crusade scholarship also considers the 
effects of portable arts entering Europe from Muslim lands (textiles, ivories, ceramics, 
etc.) on art and culture.  Granted, it is often difficult to determine whether or not these 
“eastern forms” and Islamic luxury objects that appear in the West reflect crusader 
interests or are simply signs of more general tastes for exotic imagery and imports in the 
                                                        
10 M.M. Reeve, “The Painted Chamber at Westminster, Edward I, and the Crusade,” Viator 37 (2006), pp. 
189-221.  On a closely related topic see idem., “The Former Cycle of the Life of Edward I at the Bishop’s 
Palace, Lichfield,” Nottingham Medieval Studies 46 (2002), pp. 70-83. 
11 Reeve, “Painted Chamber,” p. 198. Other important historical moment studies include, for example, A. 
Dunlop, “Masculinity, Crusading and Devotion: Francesco Casali’s Fresco in the Trecento Perugian 
Contado,” Speculum 76:2 (2001), pp. 315-336; and D.F. Glass, Portals, Pilgrimage and Crusade in 
Western Tuscany (Princeton, 1997), which both examine Italian material. 
12 J. Bony, The English Decorated Style. Gothic Architecture Transformed 1250-1350 (Oxford, 1979); N. 
Coldstream, The Decorated Style: Architecture and Ornament 1240-1360 (London, 1994). 
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later Middle Ages.13  This dissertation considers certain Islamic motifs and imports in 
medieval English visual culture, but it endeavors not to over-interpret them as signifiers 
of crusading ideology and influence.   
There is an immense body of historical scholarship on the crusades, and the 
impact of the crusade movement on English society has received significant historical 
treatment in its own right, most notably by Christopher Tyerman and Simon Lloyd in the 
1980s.14  Their comprehensive studies provide the historical groundwork for this 
project.15  Both scholars treat the topic working from England outward: they are 
interested in the effect of the Crusades on and in England, not the effect of England on 
the crusade movement.  They stress local experiences of and reactions to crusading in 
England, both physical and spiritual, and thus they both explore ideas about crusading 
among diverse factions of medieval English society: wealthy, poor, male, female, 
religious, lay, aristocratic and royal.  They also are interested in the diverse methods of 
promoting the crusade movement in England, including preaching and recruitment, and 
the response to the call throughout English society.  Tyerman and Lloyd certainly tread 
                                                        
13 See H.A.R. Gibb, “The Influence of Islamic Culture on Medieval Europe,” Bulletin of the John Rylands 
Library 38 (1955), pp. 82-98; T. Tolley, “Eleanor of Castile and the ‘Spanish’ Style in England,” in 
England in the Thirteenth Century, edited by W.M. Ormrod (Stamford, 1991), pp. 167-192. 
14 Short list of recent and notable works: P.J. Cole, The Preaching of the Crusades to the Holy Land, 1095-
1270 (Cambridge, Mass., 1991); C. Hillenbrand, The Crusades: Islamic Perspectives (New York, 2000); N. 
Housley, Contesting the Crusades (Malden, Mass., 2006); H. Nicholson, The Crusades (Westport, Conn., 
2004); J. Phillips, The Crusades, 1095—1197 (Harlow, 2002); idem., The Fourth Crusade and the Sack of 
Constantinople (New York, 2004); idem., Holy Warriors: A Modern History of the Crusades (New York, 
2010); J. Riley-Smith, The First Crusade and the Idea of Crusading (London, 1986); idem.,  The First 
Crusaders, 1095-1131 (Cambridge, 1997); idem., The Crusades, Christianity, and Islam (New York, 
2008); C. Tyerman, The Invention of the Crusades (Toronto, 1998); idem., Fighting for Christendom: Holy 
War and the Crusades (Oxford, 2004); idem., God’s War: A New History of the Crusades (Cambridge, 
Mass., 2006). 
15 For early work on this topic: B. Siedschlag, English Participation in the Crusades, 1150-1220, Ph.D. 
Diss. (Bryn Mawr, 1939); F. Mumford, “England and the Crusades during the Reign of Henry III,” MA 
Thesis (Manchester, 1924); B. Beebe, Edward I and the Crusades, Ph.D. Diss. (St. Andrews, 1970); idem., 
“The English Baronage and the Crusade of 1270,” BIHR xlviii (1975), pp. 127-48.  
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some of the same ground, examining the same substantial body of written records, but 
they differ in the overall scope and overall focus.  
In his diachronic 1988 monograph England and the Crusades 1095-1588, 
Tyerman examines the local dimensions and domestic contexts of crusading in England 
over five centuries.16  He outlines themes of this ambitious book, which “concern[s] the 
extent to which crusading penetrated the ordinary workings of English life, in political 
discussions at the highest level, private behavior, the common law, the land market, the 
organization of armies, social mobility, and the fortunes of individual families and of 
whole communities.”17  Tyerman moreover is interested in royal history.  His work is 
sensitive to the shifting relationship between England’s monarchs and the crusade 
movement, considering interactions between the kings of England and the papacy, the 
military orders, and envoys and rulers from the Latin East.  He carefully tracks their 
expenditure of funds, i.e., their royal patronage, to these individuals and institutions.  His 
study thus illuminates the English commitment to the entire crusade endeavor, with its 
inherent ebbs and flows, reflecting the state of affairs in England as much as in the Holy 
Land.  
Tyerman’s study includes later English evidence related to the crusade movement, 
reaching into the Tudor period and including the suppression of the Hospitallers in the 
1580s.  In contrast, Simon Lloyd’s book, English Society and the Crusade 1216-1307, 
focuses closely on the reigns of Henry III (1216-1272) and Edward I (1272-1307), which 
                                                        
16 C. Tyerman, England and the Crusades 1095-1588 (Chicago, 1988); cf. Tyerman, “Some Evidence of 
English Attitudes to the Crusade in the Thirteenth Century,” in Thirteenth-Century England I, edited by 
P.R. Coss and S.D. Lloyd (Woodbridge, 1986), pp. 168-174; Tyerman, “The Holy Land and the Crusades 
of the Thirteenth and Fourteenth Centuries,” in Crusade and Settlement, edited by P. W. Edbury (Cardiff, 
1985), pp.105-112. 
17 Tyerman, England and the Crusades, p. 7. 
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he believes mark the apogee of English involvement in the Latin East and the “business 
of the Cross.”18  First, he treats the subject of the promotion of the crusades in England, 
considering the roles played by different agents engaged in the business, the various types 
of promotional activities, the degree of exposure of various individuals to the crusading 
call, and the nature of support that was sought.19  He then turns to the nature of response 
to the crusading call by all factions of English society.  The heart of Lloyd’s study is 
devoted to Henry III and Edward I’s very personal responses to the crusade movement 
and to the history of their own crusading vows.   
Tyerman and Lloyd reformed and enlivened the study of crusading in English 
society, which had previously been regarded as marginal and only occasionally 
significant in the greater narratives of medieval English history.20  While imagery 
naturally held a place alongside histories, sermons, songs and liturgy in the dissemination 
of crusading ideology and the promotion of the crusades, the visual evidence only plays a 
passive role in these historical accounts.21  Still, the work of Tyerman and Lloyd is 
historically comprehensive and reveals the often subtle yet unbroken and, what I would 
describe as, the profoundly devotional nature of the English commitment to the Holy 
Land, which has a parallel in my reading of the visual material.  
 
* * * * * *  
                                                        
18 S. Lloyd, English Society and the Crusade 1216-1307 (Oxford, 1988); idem., “Gilbert de Claire, Richard 
of Cornwall and the Lord Edward’s Crusade,” Nottingham Medieval Studies xxx (1986), pp. 46-66; idem., 
“The Lord Edward’s Crusade, 1270-2: Its Setting and Significance,” in War and Government in the Middle 
Ages, edited by J.B. Gillingham and J.C. Holt (Woodbridge, 1984); idem., “Political Crusades in England, 
c. 1215-17 and c. 1263-5,” in Crusade and Settlement, edited by P. Edbury (Cardiff, 1985), pp. 113-20. 
19 Lloyd, English Society, p. 4. 
20 Lloyd, English Society, p. 244. 
21 Noted in Morris, “Picturing the Crusades,” pp. 195-216. 
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The objects, monuments, and events analyzed in this dissertation construct 
meanings within different rhetorical traditions than medieval crusading texts, be they 
historical accounts of crusade campaigns and romances of crusade heroes or liturgies and 
sermons promoting the crusade movement.  They complemented or glossed these 
historical (written) records, but often also functioned independently of them.  By tracking 
visual responses to the Crusades and the Holy Land as destination, image, spectacle and 
goal and analyzing the ways they are adapted and domesticated for English patrons and 
audiences over the longue durée, my dissertation generates a different history of 
crusading in medieval England that pays close attention to the active role of visual 
experience in constructing history and, equally important, experience.  It reveals an 
immense and diverse body of visual evidence an active role in narrating history, to have a 
life beyond the dominating textual evidence and written histories of the Crusades.  The 
visual culture of crusade in England unequivocally suggests that the recovery of the Holy 
Land, as an ideal, a symbol, and an immediate duty, pervaded the minds of men, to 
borrow Powicke’s words.22  It is my hope that this study will engender new approaches to 
art and crusade in western Europe, expand the current recognized corpus of crusade-
inspired art and architecture, and encourage new examinations of the intersections of 
crusade ideology, patronage, visual culture, identity and devotion in medieval art.   
                                                        
22 See above n. 1. 
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Chapter 1 
 
Constructing Jerusalem in England: The Architecture of the Military Orders 
 
 
“[The Military Orders] are the picked troops of God, whom he has 
recruited from the ends of the earth; the valiant men of Israel chosen to 
guard well and faithfully that tomb which is the bed of true Solomon, each 
man sword in hand, and superbly trained to war.” 
-Bernard of Clairvaux, In Praise of the New Knighthood23 
 
The round churches, rotundae anglicanae, evoked the most literal vision of the 
Holy Land in medieval England.  Of the twenty-three known rotundas in England, 
fourteen have a clear association with the Church of the Holy Sepulchre in Jerusalem 
through dedication or patronage.24  The circular plan was not a form used surreptitiously; 
it was tied symbolically to the Tomb of Christ in Jerusalem, and, by the twelfth century, 
it was further associated with the Crusades.  Both controversial and problematic, the 
overwhelming majority of English round churches were constructed under the direct 
patronage of either the military orders, especially the orders of the Hospital and Temple, 
or secular knights returning from the Holy Land.  It generally appears that the military 
orders employed centrally planned churches based on the plan of the Church of the Holy 
Sepulchre in order to visually impress upon English society the direct connection 
between the orders and the Holy Land and the crusade movement.25  However, there 
remains some scholarly disagreement about the veracity of an architectural 
“iconography” of the military orders in England, as round churches were not erected at                                                         
23 Bernard of Clairvaux, “In Praise of the New Knighthood,” In The Works of Bernard of Clairvaux, Vol. 7, 
trans. C. Greenia (Kalamazoo, MI: Cistercian Publications Inc., 1977), 141. 
24 M. Gervers, “Rotundae Anglicanae,” Actes du XXIIe Congrés International d’histoire de l’art (Budapest, 
1969), p. 360. 
25 M. Gervers, “Donations to the Hospitallers in England in the Wake of the Second Crusade,” in The 
Second Crusade and the Cistercians, edited by M. Gervers (New York, 1992), p. 159; H. Nicholson, 
Templars, Hospitallers and Teutonic Knights: Images of the Military Orders, 1128-1291 (Leicester, 1993), 
p. 108; R. Gilchrist, Contemplation and Action: The Other Monasticism (London and New York, 1995), pp. 
71-74. 
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all Hospitaller and Templar sites nor were all round churches constructed in England 
directly affiliated with the orders.   
 The English rotundae and other round churches scattered across continental 
Europe are at the center of an ongoing debate about the nature of the iconography of 
medieval architecture, first mapped by Richard Krautheimer in 1942.26  The fascination 
with sacred architectural prototypes, especially monuments closely associated with 
biblical sites such as the Church of the Holy Sepulchre, was undoubtedly a driving force 
behind medieval architectural design.  Krautheimer’s essay was an attempt to illuminate 
medieval architectural thought, which, in his estimation, centered on the symbolic 
significance of the layout or parts of a building, a building’s dedication, and the 
relationship between the shape of a building and its specific religious purpose – the 
‘content’ of architecture.  Importantly, Krautheimer’s theory joined at last the idea of 
architectural symbolism to the intentions of the patron and to the response of the 
medieval viewer.27  Alexander Nagel and Christopher Wood develop this point further 
through their “principle of substitution,” proposing that all artifacts (statues, chairs, panel 
paintings, even churches) were understood in the pre-modern period to have a double 
historicity.  A medieval or Renaissance viewer might have known that an artifact was 
fabricated in the present or in the recent past but at the same time valued them and used 
them as if they were ancient things.28 
                                                        
26 R. Krautheimer, “Introduction to an ‘Iconography of Medieval Architecture’,” Journal of the Warburg 
and Courtauld Institutes 5 (1942), pp. 1-33; reprinted in Studies in Early Christian, Medieval and 
Renaissance Art (London and New York, 1969), pp. 115-50.  
27 P. Crossley, “Medieval Architecture and Meaning: The Limits of Iconography,” Burlington Magazine 
130 (1988), pp. 116-121. 
28 See also A. Nagel and C.S. Wood, “Interventions: Toward a New Model of Renaissance Anachronism,” 
Art Bulletin LXXXVII/3 (2005), p. 405. 
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In his 1942 article, Krautheimer also formulated an immensely popular theory of 
architectural copies, suggesting that medieval copying did not involve the exact re-
production of a structure, but rather the selective transfer and reshuffling of parts from 
the original model, which was never imitated in toto.29  Only visually relevant aspects or 
fragments of the whole were copied, just enough to evoke the meaning of the prototype.  
For the Rotunda of the Holy Sepulchre in Jerusalem, a central plan, an ambulatory 
surmounted by a gallery, a dome, the use of symbolic numbers, and/or the use of 
measurements from Jerusalem were the features most often selected to convey the idea of 
the building as a whole.  These formal attributes of the Holy Sepulchre carried a set of 
symbolic meanings that were, in Krautheimer’s estimation, universally recognizable.  
However, the edifices included in his study range from a ninth-century church dedicated 
to St. Michael at Fulda to the twelfth-century Baptistery of Pisa – in general, centrally-
planned monuments with only a passing resemblance to one another or to the Holy 
Sepulchre in Jerusalem, all of which functioned differently in their respective periods and 
cultures.  
In order to fully decipher the nature of architectural copying, analysis of the 
formal features of a structure must be paired with the consideration of each building’s 
specific function and its immediate historical (i.e., medieval) context.  As Robert 
Ousterhout notes in his studies examining the symbolic content of medieval buildings, 
meaning depended heavily on form and function, in particular the liturgical function of a 
religious edifice.30  Focusing solely on the form of a building to elucidate meaning is 
                                                        
29 Krautheimer, p. 125. 
30 R. Ousterhout, “Meaning and Architecture: A Medieval View,” Reflections 2/1 (1984), pp. 34-46; idem., 
“The Temple, the Sepulchre, and the Martyrion of the Saviour,” Gesta 29/1 (1990), pp. 44-53; idem., “The 
Church of Santo Stefano: A “Jerusalem” in Bologna,” Gesta 20/2 (1981), pp. 311-321. 
  17 
nonhistorical, because it disconnects a building from its immediate social and ceremonial 
contexts.  Underlying any specific meaning of the form of a church was the certainty of 
faith, which provided both order and structure for a Christian community.  For medieval 
Christians, the Church of the Holy Sepulchre was the ultimate testament of their faith, 
because it unified the historical sites of Christ’s crucifixion, entombment and 
resurrection, providing a focus for crusader devotion from the end of the eleventh century 
and for pilgrimage throughout the Middle Ages.  
In general, the round churches erected in England had different features, 
functions, patrons and even dedications.  While visually or formally analogous, these 
monuments were also situated across the British realm, some located in urban centers 
such as London and others located in rural areas, where they functioned as parish 
churches or family chapels.  In contrast, the military orders, namely the international 
Jerusalem orders of the Temple and Hospital, constructed all of the round churches that 
are the focus of this chapter.  Both orders were founded to aid the Holy Land and its 
hordes of Christian pilgrims and travelers, maintaining safe access to the Tomb of Christ.  
Not only did their English churches specifically signify the Holy Land as a goal of the 
Crusades, exhibiting the same formal characteristics redolent of the Holy Sepulchre in 
Jerusalem, but they also had a common social function:  they served and represented the 
knights of the military orders in England, who were far removed from central government 
of the monastic houses located in the Latin East.  
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1.1 An Overview of Round Churches in England 
Round-naved churches were certainly a twelfth-century phenomenon in England, 
as sixteen of the twenty-three rotundae anglicanae date between 1100 and 1185, roughly 
corresponding to the Latin annex of Jerusalem during the First Crusade (1099) and the 
fall of the city to Muslim forces in 1187.31  Among the earliest standing round churches 
in England is the parish church of St. Sepulchre’s, Northampton, completed before 1116 
(Fig. 1).32  Michael Gervers suggested that Earl Simon de Senlis, a participant in the First 
Crusade, was the patron of this church because he donated his extensive Northampton 
holdings, probably including the round church, to the priory of St. Andrew’s before he 
died c. 1111.33  The church, which has an internal diameter of 17.93 m with a clerestory 
supported on an octagonal arcade of eight columns and an oblong chancel that is now 
part of the rectangular nave, was probably constructed out of personal devotion to the 
Holy Sepulchre.  If indeed Simon was the patron behind the round church, then it can 
also be understood as a monument marking the success of the First Crusade and 
celebrating Simon’s involvement in the re-appropriation of Jerusalem and its sacred 
architecture for western Christendom.  Likely constructed under similar devotional 
circumstances is the round church in Ludlow Castle, Shropshire, erected sometime                                                         
31 There are four possible pre-Conquest rotundas (c. 680-1059), which are described in written records. See 
Gervers, “Rotundae Anglicanae,” pp. 360-362. The sixteen twelfth-century churches are: Old Temple, 
London, c.1135 (Templars); New Temple, London, pre-1185 (Templars); Temple Bruer, Lincolnshire, 
1185 (Templars); Rotunda, Dover, Kent, pre-1185 (Templars); Garway, Herefordshire, 1185 (Templars); 
Aslackby, Lincs, c. 1164 (Templars); St. Johns, Clerkenwell, mid-twelfth century (Hospitallers); Little 
Maplestead, Essex, 1185 (Hospitallers); West Thurrock, Essex, c. 1159-91 (Templars/Hospitallers); St. 
Giles Hospital, Hereford, c. 1150 (Lazarus/Hospitallers); Church of the Holy Sepulchre, Cambridge, c. 
1130 (Augustinian Canons); Holy Sepulchre, Northampton, 1120s (Royal donation by Henry II); Ludlow 
Castle Chapel, Shropshire, mid-twelfth century (Lacy family); Orphir, Orkney, pre-1135; and the parish 
churches of Ozleworth and Swindon, Gloucestershire, early twelfth century. 
32 B. Sloan and G. Malcolm, Excavations at the Priory of the order of the Hospital of St. John of Jerusalem, 
Clerkenwell, London, MoLAS Monograph 20 (London, 2004), pp. 4-5. 
33 Gervers, “Rotundae Anglicanae,” pp. 370-71; R.M. Serjeantson, Historical Notes on the Church of the 
Holy Sepulchre, Northampton (Northampton, 1930), pp.9-10.  For the donation see Dugdale, Monasticon, 
5.190-91. 
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between 1120 and 1163.  The patron of this small rotunda was certainly a member of the 
Lacy family, who owned the property in the twelfth century, most likely Gilbert de Lacy, 
who became a Templar after 1158 and traveled to the Holy Land in 1163.34  The church, 
however, was used as a private chapel, expressly servicing the inhabitants of the castle.  
The first crusader foundation to construct a round church in England was neither 
the Temple nor the Hospital, but the independent Augustinian Order of the Holy 
Sepulchre.  The Augustinian Order of the Holy Sepulchre was the first order founded in 
Jerusalem after the conquest; it originally consisted of twenty canons charged with 
conducting prayers at the Tomb of Christ and maintaining the fabric of the Holy 
Sepulchre.35  In England, the order cared for pilgrims to Jerusalem, and thus their priories 
also functioned as hospitals with strong ties to the Holy Land.36  The order erected the 
well-known round church in Cambridge sometime between 1114 and 1130, and it was 
appropriately dedicated to the Holy Sepulchre (Fig. 2).  A charter dated 1114, granted to 
“de fraternitate sancti Sepulchri” lands in Cambridge “ad construendum ibi monasterium 
in honore Dei et sancti Sepulchri.”37  The order selected a circular plan copying the 
Church of the Holy Sepulchre for their priory chapel in order to visually convey their 
origin in the Jerusalem and their role as caretakers of both the Church of the Holy 
Sepulchre and its pilgrims.  After the loss of Jerusalem in 1187 almost all the houses of 
the order disappeared in England, and the Cambridge Holy Sepulchre became a parish 
church for the local community, probably soon after 1188.  While the Order of the Holy                                                         
34 Gervers, “Rotundae Anglicanae,” p. 370; Walter Map, De Nugis Curialium (Courtiers’ Trifles), edited 
and translated by M.R. James (Oxford, 1983), p. 135; W.E. Wightman, The Lacy Family in England and 
Normandy 1066-1194 (Oxford, 1966), esp. pp. 185-90; R. Shoesmith and A. Johnson, eds., Ludlow Castle: 
Its History and Buildings (Woonton, 2000). 
35 É. Lambert, L’architecture des Templiers (Paris, 1955), pp. 19-20. 
36 Gervers, “Rotundae Anglicanae,” p. 363 and n. 22;  
37 Gervers, “Rotundae Anglicanae,” p. 363; Chronicon Abbatiae Ramesiensis a saec. x usque ad an circa 
1200, edited by W. Dunn Macray, Rolls Series (London, 1886), 83.258-9. 
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Sepulchre itself had limited influence in England, the Cambridge round church and its 
original association with an international Jerusalem order made it a direct model for the 
religious architecture of other crusader foundations established in twelfth-century 
England, including those round churches constructed by the Temple and Hospital. 
After their establishment in England in the 1130s, both the Templars and 
Hospitallers amassed lands through royal and noble donations, established monastic 
houses and, of course, erected churches, some of which featured the symbolic circular 
nave.  The Hospitallers constructed a round church at their motherhouse, the church of St 
John Clerkenwell, at Little Maplestead (Essex) and at St. Giles, Hereford, and the 
Templars had round churches at the Old and New London Temples, Bristol, Garway 
(Herefordshire), Aslackby, and Temple Bruer (both Lincolnshire).  While these sites 
seem to reveal a pattern in military order architecture, they represent only a small fraction 
of Hospitaller and Templar holdings in England.  All of the land holdings of both orders 
were organized in an administrative hierarchy, which was determined by the size of the 
particular holding, i.e. the size of the administrative unit.  The smallest units were the 
manors and camerae, followed by preceptories or commanderies, and then priories – the 
motherhouses – which had authority over all of the smaller units, appointing their 
governing officials.  It has been estimated that the Templars, in addition to their priory in 
London, held 57 preceptories and 16 camerae, or granges, and the Hospitallers held at 
least 76 preceptories and 21 camerae along with their priory in Clerkenwell by the 
fourteenth century.  Notably, the majority of the smaller units actually had rectangular, 
basilica churches.38                                                           
38 R. Gilchrist, “Knight Clubs: An Archaeology of the Military Orders,” in Pre-Printed Papers of the 
‘Medieval Europe York 1992’ Conference: Vol. 6, Religion and Belief (York, 1992), p. 65. 
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In a brief survey of Templar architecture in England, Pál Rotoók argues that there 
was no iconography of Templar or Hospitaller architecture in England, at least not a 
formal architectural language that was specific to the military orders.39  Roberta Gilchrist, 
in contrast, believes that the military orders employed architectural iconography to 
reinforce their hierarchical structure.  She argues that the Templars and Hospitallers 
expressed their identity and purpose as well as enforced their internal hierarchies within 
England through their architecture, which incorporated the iconographic language of the 
rotunda of the Holy Sepulchre.40  It was predominantly the larger English houses of both 
orders that featured round-naved churches, while the smaller preceptories and 
commanderies followed a blend of local manorial and monastic models.41  Therefore, in 
most cases, the circular ground plan was reserved for the most important military sites in 
England, the larger administrative units.  Despite these observations, there is ultimately 
no singular architectural style associated with the military orders in England.  The orders 
probably employed masons and builders from local pools, which I certainly think is the 
case for the houses in London, where the Templars and Hospitallers would have had 
access to the same architects and masons employed by the court and other major 
ecclesiastical institutions in the city.42  
Analysis of the largest Templar and Hospitaller sites in England, namely the 
orders’ motherhouses in London and Clerkenwell, establishes the architectural image of 
Jerusalem in England.  Both the Templars and Hospitallers erected prominent round-
                                                        
39 P. Ritoók, “The Architecture of the Knights Templar in England,” in The Military Orders: Fighting for 
the Faith and Caring for the Sick, edited by M. Barber (Variorum, 1994), pp. 177-78. 
40 Gilchrist, Contemplation and Action, p. 94. 
41 Gilchrist, “Knight Clubs,” 65-70. 
42 Cf. J. Harvey, English Medieval Architects: A Biographical Dictionary Down to 1550, 2nd ed. 
(Gloucester, 1984). 
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naved churches to serve these Grand Priories over the course of the twelfth century.  
Locating these structures within the international milieu of the military orders, 
considering similarities and differences between the architecture of the Templars and 
Hospitallers in the Latin East and England, and carefully examining the London churches 
in the context of local English architecture and customs from the twelfth to the thirteenth 
reveal that neither edifice was static.  Both the London and Clerkenwell churches were 
adapted and domesticated over time, as the roles of the military orders in England 
evolved and the place of crusading in English culture shifted.  
 
1.2 The Military Orders, the Holy Land and the Crusades 
 The knights of the Temple and Hospital were closely connected to the Holy Land, 
especially the city of Jerusalem, as they were members of unique institutions that were 
necessary to the success of the crusade movement and the preservation of the Latin 
Kingdom.  These foundations of holy knights were charged with guarding the holy 
places, protecting pilgrims on the roads leading to Jerusalem, fighting the infidel, and, in 
the case of the Hospitallers, providing hospice care for the sick and poor as well as 
Jerusalem pilgrims.  The Order of the Temple, the first military order, was founded in the 
aftermath of the First Crusade (1095-99) and contemporaneously with the establishment 
of the Latin kingdom of Jerusalem. Once news that the crusaders had captured Jerusalem 
reached western Christendom, pilgrims traveled east in droves to visit the Holy Land.  
Unfortunately, the reign of King Baldwin I, who seized control of Jerusalem in 1100, was 
marked by many problems, including, as Malcolm Barber cited, the monarch’s problem 
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maintaining the safety of travelers and pilgrims in areas under Frankish control.43  
Fulcher of Chartres, chaplain to Baldwin I, recorded the dangers of travel to Jerusalem 
and its sacred environs.  His chronicle reveals that “at no time between 1100 and his 
death in about 1127 were the roads around Jerusalem and the adjacent holy places 
secure.”44  The roads were infested with robbers, who hid in caves on the path to 
Jerusalem and preyed upon pilgrims and travelers, and just beyond the city walls, there 
was a constant threat of ambush.  The Christian populous of the Latin Kingdom was 
living in a state of perpetual anxiety and insecurity.   
 In the chronicle entry for the year 1118, William of Tyre wrote that a group of 
certain pious and noble knights, devoted to the Lord, entrusted themselves to Warmund 
of Piquigny, patriarch of Jerusalem (1118-28), taking vows to serve God with the 
intention of becoming monks or regular canons – priests living under religious rule.45  
However, Malcolm Barber has suggested that William of Tyre based his claim on 
hindsight, and that the first Templar brothers intended to adopt a penitential way of life as 
a lay confraternity rather than as a monastic order.46  These men were, of course, soldiers 
whose main duty was to bear arms against “robbers and highwaymen, with especial 
regard for the protection of pilgrims” and could thus not follow the monastic way of 
life.47  It does appear that the first Templars took the monastic vows of chastity, poverty 
and obedience, establishing themselves in a communal religious house in Jerusalem, but 
                                                        
43 M. Barber, The New Knighthood, A History of the Order of the Temple (Cambridge, 1994), p. 3.  Cf. C. 
Addison, The Knights Templars, 3rd ed. (London, 1853); H. Nicholson, The Knights Templar, A New 
History (Glouchestershire, 2004).   
44 Barber, New Knighthood, 3; Fulcher of Chartres, Historia Hierosolymitana, ed. H. Hagenmeyer 
(Heidelberg, 1913), 2.4, pp. 373-4; 3.42, p. 763. 
45 William of Tyre, A History of Deeds Done Beyond the Sea, translated and annotated by E. Atwater 
Babcock and A.C. Krey (New York, 1943), p. 524-525. 
46 Barber, New Knighthood, p. 7. 
47 William of Tyre, p. 525 
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did not live under a formal rule or wear a monastic habit.  Nine years later at the Council 
of Troyes, according to William of Tyre, the knights were assigned the white habit and 
provided with a rule.  King Baldwin II, newly elected king of Jerusalem in 1118, gave the 
knights quarters in his palace (the el-Aksa mosque) near the Dome of the Rock on the 
Temple Mount (Fig. 3).  It is from their dwelling place that the order received its name: 
“the poor fellow soldiers of Christ and of the Temple of Solomon” (Pauperes 
Commilitiones Christi et Templi Salomonis) and later as the “Knights of the Temple of 
Solomon of Jerusalem” (Fratres Militiae Templi Salomonis Ierusalem).48 
 The significance of the installation of the Knights Templar on the Temple Mount 
cannot be overstressed.  After the conquest of Jerusalem in 1099, there was a sudden 
change of place assigned to the Temple Mount in the ‘holy geography’ of Jerusalem.  As 
Sylvia Schein noted, the sacred mount quickly developed into one of the most important 
centers of sanctity in medieval Jerusalem, as it was the site of multiple holy traditions and 
biblical buildings, ranging from the palace of King Solomon to his sacred temple.  
Consequently, it was thus one of the most conspicuous holy places on the path of the 
pilgrims in the Crusader capital.49  The crusaders did not destroy the existing buildings on 
the Temple Mount, which was dominated by Muslim constructions – the Dome of the 
Rock and the el-Aqsa mosque, but rather they justified their presence on the mount and 
used them.  Adrian Boas proposed that the Franks did not have the time or the resources 
to replace the “remarkable” Muslim structures with worthy Christian buildings nor did 
                                                        
48 T.W. Parker, The Knights Templars in England (Tucson, 1963), p. 2. 
49 S. Schein, “Between Mount Moriah and the Holy Sepulchre: The Changing Traditions of the Temple 
Mount in the Central Middle Ages,” Traditio 40 (1984), p. 175.  Also see W.T. Woodfin, “The Holiest 
Ground in the World,” Odyssey (Sept.-Oct. 2000), pp. 27-37; D. Weiss, “Hec est domus domini firmiter 
edificata: The Image of the Temple in Crusader Art,” in The Real and Ideal Jerusalem in Jewish, Christian 
and Islamic Art, B. Kühnel, ed. (Jerusalem, 1997), pp. 210-217. 
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they want to stir up additional tensions with Muslim forces by destroying two of their 
holy buildings.50  So, instead, both crusaders and pilgrims identified the Muslim 
structures as part of their own Christian heritage.   
The Dome of the Rock was recognized as the Lord’s Temple (Templum Domini), 
apparently referring to the temple that existed at the time of Christ, and the el-Aqsa 
mosque was known as the Temple of Solomon (Templum Salomonis), although they may 
have intended a reference to Solomon’s palace rather than the first Jewish temple.51  The 
el-Aqsa mosque was used as the royal palace under the first three rulers of Jerusalem, 
Godfrey of Bouillon (1099-1100), Baldwin I (1100-1118) and Baldwin II (1118-1131), 
and it was the center of the administration of government in the Latin East.  A large 
congregational mosque, the building never became a pilgrimage attraction despite its 
association with Old Testament royalty.  Initially, Baldwin II gave only the southern 
section of the palace to the small community of knights led by Hugh de Payens, but then, 
after Baldwin relocated the royal court adjacent to the Church of the Holy Sepulchre and 
the knights officially were recognized as a religious order, the el-Aqsa mosque became 
the official headquarters of the Knights Templar.  The pilgrim Theodoric described the 
Temple Mount during the occupation of the Order of the Temple after his visit to 
Jerusalem in 1172.  From his account, it is clear that the Templars covered the Temple 
Mount with new buildings, including a cloister, refectories, courtyards, rainwater 
                                                        
50 A.J. Boas, Jerusalem in the Time of the Crusades: Society, Landscape and Art in the Holy City under 
Frankish Rule (London, 2001), pp. 90-91. 
51 Boas, p. 91. Cf. John of Würzburg in J. Wilkinson, Jerusalem Pilgrimage 1099-1185 (London, 1988), 
pp. 244-273. 
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cisterns, baths, granaries as well as the foundations for a new church that was never 
completed, but there is no archaeological evidence for these structures.52  
 From their inception, the Order of the Temple was bound to place, Jerusalem, and 
time, the period of the Crusades.  This certainly influenced the order’s self-conception 
both in the Latin East and Western Europe; it was reflected in their corporate 
signification and self-fashioned image.  They used the Temple Mount as both the 
barracks and monastic retreat, and its holy buildings were under their protection.  In fact, 
during the twelfth century, the Dome of the Rock or Templum Domini became the 
symbol of the Knights Templar (Fig. 4).  The actual building is centrally planned and 
carries a massive dome (about 20 meters in diameter and about 25 meters high) supported 
by a circular arcade of four piers and twelve columns.  The common bulla of the order 
used in the Latin East carried an abbreviated image of the Temple on the reverse – a large 
ribbed dome situated on top of a drum supported by a circular arcade of columns, with 
the legend clearly identifying the structure as the Temple of the Lord: CHRISTI DE 
TEMPLO or TEMPLI XPI (Fig. 5).53  This image of the Temple simultaneously recalled 
the Jerusalem of the biblical past and the holy city under the protection of the knights of 
Christ, specifically their physical and symbolic relationship with the Temple of the Lord. 
The early history of the Knights Hospitallers differs greatly from that of the 
Templars, specifically in regards to their primary function as caregivers and as a military 
organization.  The Hospitallers were founded before the First Crusade to administer 
medical care in the city of Jerusalem; their military function was instituted years later.                                                          
52 Boas, pp. 92-93. Cf. Theodoric in Wilkinson, Jerusalem Pilgrimage, pp. 288-295. 
53 P. de Saint-Hilaire, Les Sceaux Templiers et leurs Symboles (Puiseaux, 1991), pp. 58-62; Schein, p. 191.  
The common seal used by Master Bertrand de Blanquefort (1156-1169) survives in Munich (Bayerische 
Haupstaatsarchiv, Kloster Waldassen, U 7/1,) and two similar examples are now in Paris (Archives 
nationales, D 9858 and D9862).   
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On present evidence, the Hospital of St. John of Jerusalem was established in the late-
eleventh century by a group of merchants from Amalfi, although its origins may go back 
as far as the year 603, when Pope Gregory the Great called for the establishment of a 
hospice for Latin pilgrims in Jerusalem.54  According to William of Tyre, the Amalfitans 
first built a monastery, St. Mary of the Latins, south of the Church of the Holy Sepulchre, 
which they dedicated to the Virgin and provided with an abbot and monks from Italy.  
The site was subsequently swamped with pilgrims from the West in need of care after 
their arduous travels, prompting the monastic community to build and administer a 
hospice, the first hospital of St. John of Jerusalem.55  
After the Latin conquest, the Hospital became a separate institution from the 
monastery of St. Mary of the Latins, receiving official papal confirmation on 15 February 
1113, by the papal Bull, Pie postulatio voluntatis, of Paschal II (1099-1118): 
We therefore, being much pleased with the piety and earnestness of thy 
hospital work (hospitalitas), do receive thy petition with paternal 
kindness, and we ordain by virtue of the present decree that the house of 
god the hospice for pilgrims shall always be under the guardianship of the 
Apostolic See, and the Protection of the Blessed Peter.56  
 
The order’s hospital in Jerusalem occupied a site just south of the Church of the Holy 
Sepulchre, facilitating the brothers’ care of infirm or exhausted pilgrims en route to the 
tomb of Christ, and, as also stated by the papal Bull, the hospital was also “near to the 
Church of the Blessed John the Baptist” – perhaps providing the order its name and 
                                                        
54 J. Riley-Smith, The Knights of St. John in Jerusalem and Cyprus c. 1050-1310 (London, 1967), pp. 34-
35. 
55 Riley-Smith, Knights of St. John, p. 34; William of Tyre, pp. 241-242. The versions of the order’s origins 
are discussed in J. Delaville Le Roulx, De Prima origine hospitalariorum Hierosolymitanorum (Paris, 
1885) and idem., Les Hospitaliers en Terre Sainte et à Chypre 1100-1310 (Paris, 1904), pp. 15-19.  For 
related accounts of the foundation of the Hospital of St. John cf. William of S. Stefano, “Comment la sainte 
maison de l’Hospital de S. Johan de Jérusalem commenca,” RHC Or. (Historiens orientaux), p. v.   
56 Reproduced and translated in E.J. King, The Rule Statutes and Customs of the Hospitallers 1099-1310 
(London, 1934), pp. 16ff. 
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patron saint.57  Of course, the dedication to St. John the Baptist invoked his intercessory 
role in healing and was generally suited to a hospital foundation.58  
Initially, the Hospitallers were exclusively devoted to the dual endeavor of living 
according to monastic rule and caring for the sick in Jerusalem.  The order included both 
ordained priests and laymen, who strictly adhered to the three vows of chastity, 
obedience and poverty.  After the issue of Paschal II’s bull and the installation of a Latin 
patriarch at the Church of the Holy Sepulchre, the role and status of the Hospital of St. 
John and its brothers began to evolve.  No longer under the authority of the monastery of 
St. Mary of the Latins, it was under the direct jurisdiction of the canons of the Holy 
Sepulchre, and therefore began to follow the rule of St. Augustine.  Numerous charters 
dating c. 1113 grant donations to “the Holy Sepulchre and the Hospital of St. John,” 
indicating a close correspondence between the two institutions, and while the Hospital 
became an increasingly autonomous organization during the twelfth century, subject only 
to papal authority, the brothers were always concerned with the care of Jerusalem 
pilgrims.59  The common seal of the Hospital first struck during the time of Master 
Raymond Du Puy (1121-50) bears witness to the order’s hospice work and seems to 
connect the order to the Church of the Holy Sepulchre (Fig. 6).  The reverse of the seal 
shows the body of a man on a dais swathed in a shroud with a cross at his head and 
another at his feet.  He is displayed beneath an architectural framework or canopy, which 
has three domes topped with crosses.  The architecture on the seal is certainly suggestive 
                                                        
57 King, Rule Statutes, p. 16.s 
58 Gilchrist, Contemplation and Action, p. 38. 
59 Nicholson, Knights Hospitaller, pp. 5-8. 
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of the cross-section of the Holy Sepulchre, which locates the viewer at the Hospitallers’ 
Jerusalem foundation – HOSPITALE DE HIERVSALEM.60 
The Hospital of St. John gradually was adapted as a military corporation in the 
turbulent years after the foundation of the Latin Kingdom, when few of the Frankish 
crusaders remained in the Holy Land to protect the newly conquered Christian holdings.  
It is likely that the military arm of the order was in place by c. 1136 around the time when 
the Hospitallers received the castle of Bethgeblin south of Palestine, an important 
fortified site requiring a defensive body.  However, there is no firm evidence for the 
military activities of the order until the mid-twelfth century.61  In 1152, Pope Eugenius III 
described the Hospitallers as “fighting in the service of the poor” as knights in arms.62  
Riley-Smith has suggested that in the Latin Kingdom fighting was viewed as a charitable 
activity, one that was a natural result of the Hospital’s primary mission to care for Holy 
Land pilgrims and the poor.63  Following the precedent set by the Templars, the 
Hospitallers also began receiving unprecedented papal favor.  A series of papal Bulls 
gave the brothers extensive privileges relative to those bestowed upon the Templars, 
including exemption from excommunication and interdict, the ability to collect 
                                                        
60 See the sulpher cast of the bulla of Raymond Du Puy, c. 1121-1150 (London, BL casts lxviii.87, 88) and 
the lead bulla of Roger de Molins, c. 1185 (London, BL Harley Ch. 43 I. 38), discussed in W. de G. Birch, 
Catalogue of Seals in the Department of Manuscripts in the British Museum, vol. 6 (London, 1887), pp. 
848-852. 
61 Riley-Smith, Knights of St. John, p. 53. Cf. E. Bradford, The Shield and the Sword: The Knights of St. 
John, Jerusalem, Rhodes and Malta (New York, 1973), p. 25.  This was the first of many fortified castles 
that the Hospitallers took control of in the twelfth century. 
62 For Eugenius III’s full statement, see J. Delaville Le Roulx, Cartulaire general de l’ordre des 
Hospitaliers de S. Jean de Jérusalem 1100-1310 (Paris, 1894-1906), no. 212. 
63 Riley-Smith, Knights of St. John, p. 55.While the foundation document for the order from 1113 does not 
mention military activity, of course, the order’s mission to support pilgrims and to meet the needs of the 
poor in the city of Jerusalem is expressly formalized. For the complete foundation bull, see King, Rule 
Statutes and Customs, pp. 17-19. 
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confraternity dues, and freedom from the control of diocesan bishops, as the order could 
employ its own priests and clerics.64 
The military operations of both the Templars and Hospitallers in the twelfth 
century required an enormous financial investment, and thus the orders began amassing 
lands in both the Latin East and western Europe during the twelfth and thirteenth 
centuries in order to raise funds for the perpetual defense of the Holy Land.  The express 
purpose of the Military Orders’ European estates was to provide for the central houses in 
Jerusalem by channeling recruits, money and supplies directly to the Latin East.  Yet, as 
Helen Nicholson acknowledged, the exploitation of landed estates and the cost of 
carrying favor of secular authorities involved the Templars and Hospitallers in activities 
that were unrelated to their stated vocation, earning the brothers of both orders much 
criticism.65  Far removed from the Holy Land and active military duty, the English 
Templars and Hospitallers became enmeshed in local politics and royal propaganda.  To 
counter negative perceptions, they continually had to reinforce their roles as both military 
and religious institutions and reaffirm their utility and authority in the context of the 
crusade movement, as knights of Christ.  As both the Templars and Hospitallers 
increased their wealth and territorial holdings, their close connection to the city of 
Jerusalem and its sacred buildings became even more important to their identity and 
corporate image, essentially legitimizing their presence in the East as well as in the West. 
 
                                                        
64 Nicholson, Knights Hospitaller, pp. 6-7.   
65 Nicholson, Knights Hospitaller, p. 98. 
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1.3 The Templars and Hospitallers in England 
After the Council of Troyes in 1128, during which the Latin Rule of the Temple 
was composed by of Bernard of Clairvaux, Hugh de Payens (1119-c. 1136), the first 
Master of the Order of the Temple, visited Normandy and England to raise troops and 
funds to help the Holy Land.  This visit stimulated a formal procedure for the Templars 
and Hospitallers to secure international patronage outside the Holy Land, establishing 
both institutions as characteristic and exceptional creations of the crusade movement in 
England as in the rest of Europe.66  In Normandy, King Henry I “received him [Hugh] 
with great worship and gave him much treasure in gold and silver. And afterwards he sent 
him to England, and there he was received by all good men, and all gave him 
treasures.”67  While there is no official date for the foundation of the Templars in 
England, it is clear that the English house was instituted around the year 1128, perhaps in 
the wake of Hugh’s mission.  The Anglo-Saxon Chronicle reports that Hugh de Payens’ 
recruitment mission failed, declaring that the dedicated Templar departed England 
without additional military forces.  However, Tyerman has suggested that the chronicler 
was only acknowledging the fact that Hugh was unsuccessful in recruiting English 
knights to the cause, because his mission primarily was focused on France; the English 
extended financial patronage to Hugh’s mission and order.68  
Slow to fully invest in the crusade, the English did not immediately take the cross 
or set out for Jerusalem on armed pilgrimage.  However, within a decade of Hugh’s visit 
to England, both the Templars and Hospitallers had houses in England and steadily were                                                         
66 Tyerman, England and the Crusades, p. 31. 
67 The Anglo-Saxon Chronicle, edited and translated by M. Swanton (New York, 1996), p. 259; Tyerman, 
England and the Crusades, pp. 30-31; Lees, p. xxxviii. 
68 Tyerman, England and the Crusades, p. 31. 
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collecting charitable endowments throughout the kingdom, primarily in the form of 
grants of land or alms.69  In London, for example, the Order of the Temple was provided 
headquarters at a house in Holborn, outside Holborn Bars, with a garden and orchard, as 
early as 1135 (certainly before 1144).  The Templars built a cemetery and a round 
church, the Old Temple (Vetus Templum) on the site, which was the their administrative 
center until their removal to the New Temple on Fleet Street in 1161.70  Their relocation 
was certainly a reflection of the elevated status of the knights by mid-century, as the New 
Temple superseded the Old Temple in scale and grandeur and it was situated on the river 
Thames in the heart of the City of London, unlike the Old Temple, which was located on 
the northeastern periphery of the city.  
The English Templars really came into their own after the accession of king 
Stephen in 1135, due to his dynastic investment in the crusade movement and all of its 
international institutions.  King Stephen was the son of Stephen of Blois, one of the 
leaders of the First Crusade, and his queen, Matilda, was the heiress to the great 
crusading house of Boulogne, which had given two rulers to the Latin Kingdom of                                                         
69 Many of these grants are known from the extant records of the Templars and Hospitallers in England, 
especially the Templar Inquest of 1185 (London, National Archives E 164/16), the Sandford Cartulary 
(Oxford, Bodleian Ms. Wood, Empt. 10), the Cartulary of the Knights of St. John of Jerusalem in England, 
ca. 1442 (London, BL Cotton Ms. Nero E VI) and the Report of Hospitaller Prior Philip de Thame to the 
Grand Master Elyan de Villanova of 1338, which have received much scholarly attention and appear in 
modern editions. See Lees, ed., Records of the Templars; A.M. Lees, ed., “The Sandford Cartulary,” 
Oxford Records Society XIX (1937), pp. 1-77 and XXII (1940), pp. 179-328; M. Gervers, The Hospitaller 
Cartulary in the British Library (Cotton MS Nero E VI), Studies and Texts 50 (Toronto, 1981); idem., The 
Cartulary of the Knights of St. John of Jerusalem in England, Secunda Camera, Essex, Records of Social 
and Economic History n.s. VI (Oxford, 1982); L.B. Larking, ed., The Knights Hospitaller in England: 
Being the Report of Prior Philip de Thame to the Grand Master Elyan de Villanova for A.D. 1338 (London, 
1968). The remaining evidence for the orders in England comes from papal Bulls and correspondence, 
copious miscellaneous charters, entries in the Rolls, mention in chronicles and histories, and inventories, 
such as the Temple Roll Inventory of 1307.  For the inventory see T.H. Baylis, The Temple Church and 
Chapel of St. Anne: An Historical Record and Guide, 4th ed. (London, 1913), pp. 131-147. 
70 Lees, p. xxxix; J.H. Round, Geoffrey de Mandeville (London, 1892), pp. 224-26 and notes.  The sale of 
the Old Temple in Holborn to the Bishop of Lincoln was confirmed by Henry II before spring, 1162. An 
early transcript of the original deed of sale has been preserved among the Lincoln Cathedral muniments.  
See Lees, p. lxxxvii.  
  33 
Jerusalem.71  Both king Stephen and queen Matilda bestowed grants of land on the 
Templars, greatly expanding their land holdings, income and, by extension, their 
prominence and status in the English realm.  The general chaos of Stephen’s reign 
accelerated the Templars’ ascent, providing them ample opportunity to insert themselves 
into the political machinery of the English state.72  
The strenuous years between 1138-1142, which saw the Battle of the Standard, 
the outbreak of open civil war, and Stephen’s capture, also witnessed the growth of the 
Templars’ power, especially in London.  In March 1139, Innocent II issued a papal Bull 
that permitted the Templars to build their own churches and to bury the dead in their own 
churchyards, and, over the next few years, the Order of the Temple was exempted from 
every sort of ecclesiastical taxation and was given extensive rights for the collection of 
offerings.73  The Templars had privileges to bury the excommunicated, scorn interdict 
and aid heretics, and indulgences were used to increase donations in Templar churches 
and numerous pious charters were added to their revenues.  For example, c. 1162, 
Thomas Becket offered an indulgence to anyone who visited the New Temple in London 
once a year, and Roger, archbishop of York, followed suit by offering a similar 
indulgence.74 
                                                        
71 Lees, p. xxxix. 
72 Lees, p. xl. King Stephen was the nephew of King Henry I; he seized the throne from Henry’s daughter 
the Empress Matilda, wife of Henry V, Holy Roman Emperor, who had a hereditary claim as Henry’s 
closest relation.  However, the English barons supported Stephen’s reign.  During the first two years of his 
reign, he had squandered Henry I’s treasury and by 1138 his realm was under attack by Empress Matilda’s 
forces.  For the next decade, Stephen and Matilda would wage wars for the crown on English soil.  Cf. 
C.W. Hollister, R.C. Stacey and R. Chapman Stacey, The Making of England to 1399, 8th ed. (Boston, 
2001), pp. 172-178. 
73 C. Perkins, “The Knights Templars in the British Isles,” The English Historical Review 25:98 (1910), pp. 
209-210. 
74 Lees, p. lv and pp. 162-4 for the charter entries. 
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By the reign of Henry II (1154-1189) the Templars had become “courtier-
knights,” as they were increasingly active in political matters of the king’s government.75  
For example, Henry II selected a Templar, Brother Roger, as his almoner in 1177, a 
tradition that continued through the reign of Henry III (1216-1272).  The Templars were 
also trusted messengers and envoys of the king as well as legal witnesses to affairs of 
state.  The English Prior, Richard of Hastings (1155-64), along with two of his brothers, 
was witness to the treaty of peace in Normandy between Henry II and Louis VII in May 
1160.  At the Council of Clarendon in 1164, when Thomas Becket refused to come to an 
agreement with Henry II, two of the king’s Templar familiares Richard of Hastings and 
Hostes of St. Omer fell on their knees before Thomas, and “with sighs and tears” they 
besought him to do what was necessary for the general good of the church and to take 
pity on his clergy.76  The Templars thus consistently acted as mediators between king and 
the clerics, no doubt because of their dual identity as both knights and professed 
religious.  They were unique and productive political emissaries or intermediaries, which 
certainly promoted the stream of royal and private donations to the order, which flowed 
unchecked until the order’s suppression in the fourteenth century.  Markedly, however, as 
Helen Nicholson noted, by the second half of the thirteenth century, royal favor in 
particular shifted from the Templars to the Hospitallers, who were a more conventional 
charitable foundation, especially during the reign of Edward I (1272-1307).77 
 While the Order of the Hospital of St. John of Jerusalem likely was founded in 
England around the same time as the Templars during the later years of Henry I’s reign                                                         
75 Lees, p. li. 
76 Lees, p. liii-liv.  See also F. Barlow, Thomas Becket (Berkeley, 1990), pp. 98-99. 
77 H. Nicholson, “The Military Orders and the Kings of England,” in From Clermont to Jerusalem: The 
Crusades and Crusaders Societies 1095-1500, edited by A.V. Murray (Turnhout, 1998), p. 204. 
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(1100-1135), there is no precise evidence to establish when the Hospitallers first received 
properties in England.78  The order certainly expanded and gained royal favor in England 
at a slower rate than the Order of the Temple; the Templars were recognized as the chief 
defenders of the Holy Land and were clearly favored by both King Stephen (1135-53) 
and King David I of Scotland (1124-53).79  The first grants to the Hospitallers were 
relatively small, including a mill in Northamptonshire and eighty acres of arable land in 
Essex.80  It was not until the 1140s that the Hospitallers received substantial land grants 
from Jordan son of Ralph of Bricet and his wife Muriel de Munteni located just outside 
the walls of London in Clerkenwell.81  This was a significant and advantageous donation 
for the future of the English Hospitallers, because it would eventually give them an 
important and equitable base, allowing them to establish their independence from the 
French Priory of St.-Gilles in Provence, which administered the lands of the Hospitallers 
in England for most of the twelfth century.  The priory at Clerkenwell thus developed 
into the order’s English administrative center, prompting the establishment of additional 
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satellite houses and preceptories, all functioning under the jurisdiction of the Clerkenwell 
house.82  
 
1.4 Archaeology of the Templars and Hospitallers in England 
 Our knowledge of Templar and Hospitaller sites in England is constantly 
expanding thanks to ongoing archaeological excavations and continued analysis of the 
few standing buildings by architectural historians, which offer more rigorous analyses of 
the architecture of the military orders as it looked in the twelfth and thirteenth centuries.  
Among recent publications, C.M.L. Gardam’s fastidious research establishes the 
appearance of the New Temple in the twelfth and mid-thirteenth century, after its first 
major rebuilding program, by stripping away its Victorian and post-World War 
restorations.83  A new important collection of essays on the New Temple examines its 
formal appearance as well as its complex functions in medieval English culture.84  Unlike 
the New Temple, the Hospitaller priory church at Clerkenwell no longer stands; all that 
survives from the Middle Ages is the thirteenth-century crypt and the sixteenth-century 
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gate.  The site, however, was excavated between 1986 and 1995, resulting in the recent 
publication of the excavation reports with invaluable commentary by Barney Sloane and 
Gordon Malcolm, which clarifies the medieval buildings and the sequence of 
construction or reconstruction at Clerkenwell.85 
 The similar organizational structure and architecture of the Hospitallers and 
Templars in England invite the joint study of their archaeology and buildings.  Indeed, 
both military foundations were structured according to units of increasing territorial 
administration, namely the manors and camerae, the preceptories and commanderies, 
and, finally, the priories, one of which was usually the Grand Priory of the nation.86  
Roberta Gilchrist already has established a settlement hierarchy for the military orders in 
England, identifying an iconographic architectural language employed by the orders 
specific to the categorization of the administrative unit, and this visual “language” could 
be drawn from local, secular prototypes just as easily as from international, religious 
prototypes like the Church of the Holy Sepulchre in Jerusalem. 
In England, the motherhouses of the Templars and Hospitallers in London were at 
the pinnacle of the hierarchy; these Grand Priories featured larger and more elaborate 
buildings.  They were supported by the larger and smaller preceptories.  The larger 
preceptories generally were comprised of a manor with its parish church, tenants and 
land, while the smaller houses held less land and were equipped with only a small private 
chapel. At the bottom of the hierarchy were the camerae – farms specializing in 
agriculture or field animals.87  These were, of course, not military strongholds, but 
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86 Sloane and Malcolm, p. 3. 
87 Summarized by Gilchrist, “Knight Clubs,” p. 67. 
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monasteries in which conventual life was combined with raising revenue, providing 
hospitality and attracting and training recruits for the Crusade.  As Gilchrist notes, the 
military sites in England are usually omitted from standard works on monastic settlement, 
as they are considered to be closer to manors or granges.88  She proposes that military 
monasticism was modeled on forms of settlement that were male and aristocratic in 
contrast to Cistercian monasteries that developed in England at the same time, which 
were filial.  The one exception to Gilchrist’s taxonomy would seem to be the military 
orders’ construction of round-naved churches, arguably an international form based on 
the most sacred building in Christendom, the Church of the Holy Sepulchre in Jerusalem.  
The Templar and Hospitaller rotundas in England were initially quite faithful to the Holy 
Sepulchre, reflecting direct knowledge of the prototype, including its sub-levels, chapels 
and auxiliary buildings.  The London churches not only replicate the Anastasis rotunda 
but also seem to reproduce select aspects of the constructed topography of the site. 
 
Priory of the Hospital of St. John of Jerusalem, Clerkenwell 
 The priory church of the Hospital of St. John at Clerkenwell was the second 
largest round-naved church constructed in twelfth-century England with a diameter of 
19.81 m – very close in scale to the Anastasis of the Holy Sepulchre in Jerusalem (20.66 
m).89  The church no longer exists, with the exception of the crypt.  It is only known 
through archaeological excavations, which revealed that the site underwent three 
medieval phases of construction.  The first building period (circa 1144 to 1185) is 
                                                        
88 Gilchrist, “Knight Clubs,” p. 65. 
89 Gervers, “Rotundae Anglicanae,” p. 364. 
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contemporary with the construction of the Crusader Church of the Holy Sepulchre in 
Jerusalem, dedicated in 1149.  During phase one, the round church was erected, 
comprised of three distinct parts: the round nave, a narrow aisleless chancel that 
terminated in a semi-circular apse, and a crypt below the chancel (Fig. 7).90  The central 
space of the round nave was separated from the outer aisle by an eight-column arcade, 
although only a segment of the foundation that would have supported the piers has been 
recovered at the site.91  In fact, as Krautheimer revealed, the number of eight or twelve 
supports seems to be constituent in all imitations of the Holy Sepulchre, including the 
nearby English “copies” at Cambridge and Northampton.92  He believed that eight piers 
were used in order to reproduce an important feature of the Holy Sepulchre at Jerusalem: 
the Rotunda was carried by twenty supports – eight piers and twelve columns.93  The 
chancel may have been a direct reference to the core of the Crusader nave, as the six 
attached supports of the London chancel correspond to the six massive clustered piers of 
the chorus dominorum, which terminates in a semi-circular apse (Fig. 8). 
 The appearance of the upper levels of the priory church’s nave as well as the roof 
system over the nave and outer aisle are almost impossible to determine.  Based on 
comparison with the other extant round churches in England, Sloane and Malcolm 
propose that the round nave had a clerestory level surmounting a triforium with a 
                                                        
90 The most recent and accurate description of the church is in Sloane and Malcolm, Excavations at the 
Priory. See also E.W. Hudson, “The Church of St. John of Jerusalem (Knights Hospitaller), Clerkenwell,” 
Journal of the Royal Institute of British Architecture 25 (1900), pp. 465-69; A.W. Clapham, “St. John of 
Jerusalem, Clerkenwell,” Transactions of St. Paul’s Ecclesiology Society 7 (1915), pp. 37-49; H.W. 
Fincham, The Order of the Hospital of St. John of Jerusalem and Its Grand Priory of England, 2nd ed. 
(London, 1933); D. Roth, “Norman Survivals in London,” Journal of the Royal Institute of British 
Architecture 41 (1935), pp. 863-81. 
91 Sloane and Malcolm, p. 30. They hypothesize the number of piers at eight due to the geometry of the 
round nave, which ensures the location of the piers. 
92 Krautheimer, “Introduction,” pp. 122-123. 
93 Ibid., p. 123. 
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decorative arcade opening into the atrium of the central nave.  This is the configuration 
that survives both at Cambridge and the New Temple, London.94  In fact, the Hospitallers 
may have based their London headquarters on the revered “ancient” prototype in 
Jerusalem as filtered through these local models.  The location of the doorways into the 
nave is undetermined, but there could have been a porch giving access to a west door, as 
was the case at New Temple, or a south door as in St. Sepulchre, Northampton.  From the 
nave, a great archway provided access to the chancel.  Interestingly, this feature was 
similar to the transition from the Rotunda to the Crusader nave at the Holy Sepulchre in 
Jerusalem.  This archway created a visual separation between the round nave and the 
chancel, which featured the high altar dedicated to St. John the Baptist.  Only the 
chaplains of the order attached to the priory were permitted in the chancel, where they 
would officiate Mass, while the brethren, composed of knights and sergeants who 
remained untonsured, were relegated to the nave.95  Evidence from the preceptories at 
Garway and Torphichen (Scotland) reinforce a similar spatial distinction; both feature 
chancel arches with ornament only on the west face, which would have been a visual 
indicator of division for the brother-knights seated in the nave.96   
 From the nave of the priory church, there was access to the crypt below the 
chancel by way of a curving flight of stairs set within the north part of the chancel arch. 
Much of the twelfth-century crypt remains remarkably intact except the east end.  The 
crypt underlay the whole of the chancel and is almost identical to it in plan. It is divided 
into three bays and has a rib-vaulted ceiling.  A masonry bench, an integral part of the                                                         
94 Sloane and Malcolm, p. 30. 
95 Ibid., p. 33. See also: Gilchrist, Contemplation and Action, p. 71; K.V. Sinclair, ed., The Hospitallers’ 
Riwle (Miracula et Regula Hospitalis Sancto Johannis Jerosolimitani), Anglo-Norman Texts XLII 
(London, 1984), p. xliii.   
96 Gilchrist, “Knight Clubs,” p. 66. 
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design of the crypt from the outset, runs around the north, west and south walls, 
suggesting that the chamber was designed to seat a number of people at once.  This has 
led Sloane and Malcolm to interpret the crypt as a potential chapter house, because every 
house of the order was meant to hold weekly chapters, although this tradition was 
abandoned in the thirteenth century.  Sloane and Malcolm also suggest that the crypt 
could have played a part in the order’s initiation ceremonies, which included a vigil 
requiring a space isolated from the rest of the church. 97  In the eighteenth century, there 
are several burials recorded in the crypt, but there is no evidence that this practice 
originated in the Middle Ages.98  The crypt also may have added to the iconographic 
symbolism of the round church, an architectural reference to either the tomb of Christ set 
within the Anastasis rotunda or the Chapel of St. Helena in the crypt directly beneath the 
chorus dominorum of the Crusader Church of the Holy Sepulchre.99 
 Between 1160 and 1170, a rectangular, two storied chamber was added against 
the north wall of the chancel to form a semi-basement; the lower floor of the chamber 
was partially underground.  While the exact function of the room is unknown, Sloane and 
Malcolm postulate that it was used as a sacristy or to house relics and holy treasures.  
Indeed, the chapel was a secure space with limited points of entry, indicating that it 
perhaps functioned as a treasury for the English Hospitallers, whose revenues had 
certainly increased by the second half of the century when the structure was built.  
Malcolm and Sloane also note similarities between the chamber and the raised Calvary                                                         
97 Sloane and Malcolm, p. 35.  While houses of the military orders were not always provided with chapter 
houses, this same function has been proposed for undercrofts or ground-level halls at other sites.  See 
Gilchrist, Contemplation and Action, p. 90. 
98 Sloane and Malcolm, p. 36. 
99 Sloane and Malcolm, p. 36; E. Hamer Knauff, “A Crusader Witness: Some Twelfth Century Copies of 
the Holy Sepulchre in England,” unpublished M.A. thesis (University of Illinois Urbana-Champaign, 
1985), p. 9. 
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chapel in the Church of the Holy Sepulchre, proposing that the Jerusalem chapel provided 
a model for the addition, although the relationship between the round nave and the raised 
chamber are reversed from the configuration at the Holy Sepulchre.100  Nevertheless, the 
general relationship between the rotunda of the priory church and the raised chamber 
certainly is comparable to that of the Anastasis and Calvary chapel; the overall layout of 
the twelfth-century Hospitaller church suggests a general awareness of the Church of the 
Holy Sepulchre in Jerusalem.   
In the second building campaign, the narrow apsidal chancel was demolished, the 
crypt was expanded to three times its original size, and a new chancel was raised above 
the crypt.  This project likely corresponds to the establishment of the Grand Priory of the 
English nation.  Based on sigillographic evidence, the English Hospitallers became 
independent from St.-Gilles around 1184 when they instituted a common seal.101  
Moreover, phase two must have been largely completed for the Patriarch of Jerusalem’s 
dedication of the church in 1185.102  The large chancel (21.7m x 15.9m) had three bays, 
which were divided by arcades of freestanding piers that provided internal support for the 
stone rib vaulted ceiling (Fig. 9).103  This plan may have been a general nod to the new 
three-aisled nave at the Church of the Holy Sepulchre in Jerusalem, which the crusaders 
enlarged and enclosed in the 1140s and dedicated in 1148.  Sloane and Malcolm suggest 
that an aisled chancel was an unusual feature for the date, because all known parish 
churches in twelfth-century England did not have aisled chancels, or they had an                                                         
100 Sloane and Malcolm, p. 36. 
101 Sire, p. 176. 
102 “The church of the said hospital was dedicated in honor of St. John the Baptist by the venerable Father 
Heraclius, Patriarch of the Resurrection of the Lord. On this day was dedicated the high altar of the same 
church in honor of the said St. John and the altar of St. Mary and the altar of St. John the Evangelist by the 
same patriarch” (British Library, Cotton MS Nero E.vi, fol. 1), cited and translated in Sloane and Malcolm, 
p. 42. 
103 Sloane and Malcolm, pp. 47-49. 
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ambulatory, as at the nearby Church of St. Bartholomew, Smithfield.104  Hence, it is 
likely that there was an international model for the chancel of the priory church, certainly 
in the context of the round nave.  They also propose that the tripartite form of the chancel 
may relate to the altars dedicated to St. Mary and St. John the Evangelist mentioned in 
the dedication of the church; the east end of the aisles may have functioned as chapels for 
these two altars.105  Of note, the three nave aisles of the Holy Sepulchre correspond to 
three, large radiating chapels in the apse.  The extended new crypt also functioned as a 
chapel during this period; it was equipped with a dais on the east end, discovered during 
excavation, that served as an altar step.  
 The hallmark of the second building campaign is the construction of additional 
and more elaborate spaces for liturgy and worship, including the two proposed chapels in 
the chancel, the main crypt-chapel, and another chapel on the southeast side of the crypt.  
These additions are the best evidence for changes or elaborations in the Hospital’s 
liturgical and ritual practices, as no extant liturgical or devotional manuscripts survive 
from the order.  Moreover, as Sloane and Malcolm propose, these elaborate new 
structures could have been meant to emphasize the traditional religious vocation of the 
Hospitallers over their secular, military responsibilities.106  The expanded chancel and 
crypt may have been erected to promote local patronage, creating new spaces for burial.  
Indeed, the smaller chapels would have been ideal for chantries and noble tomb 
monuments common in churches throughout western Europe in the Middle Ages; 
however, there is currently no archaeological evidence from the twelfth century 
                                                        
104 Ibid., p. 57.  See also J. Schofield, Medieval London Houses (New Haven and London, 1995), pp. 44-7. 
105 Ibid., p. 57. 
106 Ibid., p. 69. 
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Hospitaller church to support this proposal.107  Notably, the round church received very 
little attention during this major campaign of construction and renewal, only receiving a 
new tiled floor of splendid “Westminster” pavements.108  
 The round nave proved to be an inflexible form, ultimately a passé architectural 
category by the close of the thirteenth century, when the third building campaign took 
place at Clerkenwell between 1280 and c. 1330.  The walls of the round nave were 
demolished, and the century-old edifice razed.109  While it would be tempting to relate the 
destruction of the round church to the loss of Acre in 1291, the demolition of the rotunda 
most likely took place around 1280, probably between 1283-84 as preparation for the 
construction of cloisters for the precinct under Prior de Hanley.110  It is structurally 
difficult to join a traditional cloister to a round-nave church; at the New Temple, for 
instance, the cloisters had to be constructed around the whole of the round nave and 
chancel.  The structure that ultimately replaced the round nave at Clerkenwell was only 
partially recovered during the excavations, but it seems to have been a narrow, 
rectangular nave.111 
                                                        
107 Ibid., p. 69.  There are foundation documents for chantries of high-ranking officials that survive from 
the fourteenth-century, at the height of the Hospitallers’ influence in England.  For example, in 1336, 
William Langford, a corrodian, selected the chaplain of the Hospital as the caretaker of his soul; when he 
died in 1346, he was afforded a burial place in the choir between the high altar and that of St. John the 
Evangelist.  Calendar of Wills Proven and Enrolled in the Court of Husting, London, 1258-1688, edited by 
R.R. Sharpe, (London, 1889-90), 1.489, cited in Sloan and Malcolm, p. 91.   
108 The large quantities of “Westminster” glazed floor tiles recorded at the site suggest that the nave had a 
floor of plain glazed tile of yellow and dark green with inset panels of decorated tiles.  See Sloane and 
Malcolm, p. 43 and pp. 65-68. 
109 Prior to excavation, it was hypothesized that this destruction occurred during the Peasants’ Revolt in 
1381, during which the Prior of England, Robert Hales, was executed.  See H.W. Fincham, The Order of 
the Hospital of St. John of Jerusalem and its Grand Priory of England, 2nd ed. (London, 1933); J. 
Schofield, “Saxon and Medieval Parish Churches in the City of London: a Review,” Transactions of the 
London Middlesex Archaeological Society 45 (1994), p. 50. 
110 Sloane and Malcolm, p. 71; E.J. King, The Knights of St. John in the British Realm: Being the Official 
History of the Most Venerable Order of the Hospital of St. John of Jerusalem (London, 1967), p. 38. 
111 Ibid., p. 71.  At around the same time, the round church at the Templar preceptory in Garway, 
Herefordshire was also replaced with a rectangular one. 
  45 
 There could be multiple reasons for the replacement of the round nave at 
Clerkenwell, ranging from the wholly practical to the ideological.  Although structural 
failure caused by the new works at the site could be a factor in the demolition of the 
church, it is striking that the Hospitallers did not simply replace the old nave with a new 
rotunda.  Why didn’t they?  As Gilchrist consistently argues, the replacement of the 
round nave suggests that the iconographic message of the rotunda waned with the fading 
popularity of the Crusades, particularly at such a significant location as the priory in 
London.112  It is undeniable that image of the Hospitallers in England changed after the 
demolition of the round nave at Clerkenwell.  The Hospital Priory of London was no 
longer a monument to Jerusalem or a reminder of the crusade movement that was 
unsuccessful.  I believe that the new nave and traditional cloisters were planned to 
visually reinforce the Hospital of St. John’s monastic vocation and the Hospitallers’ place 
in English society.  The renewed Hospital Priory localized the order’s image.  
 
The New Temple, London 
 The Knights Templar constructed two round churches in London, the Old Temple 
and the New Temple.  While the Old Temple was eventually demolished after the 
Templars relocated, the magnificent rotunda of the New Temple was never replaced.  
Regardless of declining interests in the Crusades and, indeed, in the Templars themselves 
during the second half of the thirteenth century, the New Temple in London, especially, 
was revered as an “ancient” structure associated with a glorious biblical and crusading 
past.  Moreover, it was a building closely connected with the royal government, as it 
housed one of the royal treasuries, and it was a symbol of both civic and national pride.                                                          
112 Gilchrist, “Knight Clubs,” p. 66. 
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Although the Hospitallers’ church at Clerkenwell was certainly a sign of a stalwart 
charitable institution in the city of London, it never played such an active role in the 
affairs of state as the New Temple. 
The Templars began construction on the New Temple after settling into their 
headquarters on the bank of the Thames, and the church was nearly complete by 1162.  
There were only two significant building campaigns at the New Temple in the mid-
twelfth century and the mid-thirteenth century.  While the New Temple was certainly a 
reflection of the Templars’ previous round church at Holborn, it was executed on a larger 
scale, having a diameter of 18 m compared to the 14 m diameter nave of the Old Temple 
(Fig. 10).113  The foundations of the church at Holborn, discovered in 1875, reveal that its 
circular nave had an inner arcade of six large round pillars, markedly a feature of the 
nave of the New Temple.114  By the time of its sale to the Bishop of Lincoln in 1162, the 
Old Temple precinct included the round church, a variety of houses and yards, a stable, 
and gardens.115 
The New Temple was subject to several major restoration projects in the 
nineteenth century, during which the true medieval fabric was systematically removed 
and replaced in response to fire damage and general weathering.116  In May 1941, the 
church was hit with incendiary bombs and the roof of the rotunda and the vault of the 
nave collapsed; subsequently, the whole church was gutted.  In 1947, the church was                                                         
113 Gervers, “Rotundae Anglicanae,” p. 365 and n. 30.  Only the foundations of the inner arcade of the Old 
Temple have been excavated and the diameter is only an estimate.  See also St. J. Hope, “The Round 
Church,” p. 179. 
114 Hope, “Temple Bruer,” p. 179. 
115 Lees, p. lxxxvii. 
116 The first restoration took place under the auspices of Robert Smirk in 1827, followed by the work of 
James Savage (fired), Decimus Burton and Sydney Smirk from 1839 to 1842 and then taken up by J.P. St. 
Aubyn in 1861-2.  Each project is carefully detailed in Gardam, “Restorations.” 
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reconstructed under the auspices of architect Walter Godfrey, who wrote, “Every ancient 
surface was repaired away or renewed so that in the end the result was a complete 
modern simulacrum of this superb monument.”117  Thus almost none of the twelfth-
century fabric of the church survives for study; the twentieth-century reconstruction 
replicated key aspects of both the form and style of the medieval building.  On present 
evidence, the interior of the circular nave was composed of the central space separated 
from the single ambulatory by six clustered piers of Purbeck marble, creating a circular 
arcade of six pointed arches springing from the piers – the same configuration that the 
rotunda of the New Temple has today (Fig. 11).  The interior elevation continued to the 
triforium level, which is separated from the arcade that supports it and the clerestory 
above by moulded stringcourses.  The triforium was divided into bays by round marble 
vaulting-shafts.  Each bay of the triforium is articulated by moulded interlacing, semi-
circular arches resting on marble shafts with foliated capitals, square abaci and moulded 
bases.  The clerestory above is divided into six bays by the marble shafts that carry the 
springers for the vaults, with a window piercing each bay.118  A domical drum with a 
vaulted ceiling, currently made of timber, covers the central space of the nave. 
The original form of the New Temple’s twelfth-century roof system remains 
elusive, as it underwent two complete early modern reconstructions.119  Many of the 
round churches in the West, such as the Hospital at Clerkenwell, were either torn down or 
received a complete refashioning that stamped out the medieval fabric.  Nevertheless 
there is enough documentary evidence for the New Temple and related monuments, such                                                         
117 Gardam, “Restorations,” p. 101; Godfrey, “Recent Discoveries,” p. 123. 
118 Gardam, “Restorations,” p. 107 and n. 66.  According the Gardam, the current clerestory windows 
maintain their 17th century appearance; the medieval windows would have been much longer, as fabric was 
inserted at some point, blocking the lower half of the windows. 
119 Gardam, “Restorations,” p. 107. 
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as the Temple in Paris, to suggest a probable configuration for the New Temple’s roof.  
Stow provides the earliest description of the vault in 1754, describing it as “something 
like a dome.”120  It is unknown if the medieval stone springers in the drum supported a 
stone vault or a wooden one, but Gardam believes that the cylindrical form could have 
supported the load of a stone vault, as it had for the Temple Church in Paris, completed 
several years after the New Temple in London.121  Thus, Gardam proposes that the New 
Temple’s twelfth-century design, especially the triforium roof and drum, was probably 
analogous to the design of the late twelfth-century Temple in Paris (ca. 1185-90), which 
was destroyed under Napoleon’s regime in the 1860s (for plan see Fig. 12).122  
The London and Paris Temples were two of the most important houses of the 
order in western Europe, and the slightly earlier New Temple in London was a possible 
influence on the Paris Temple, at least in regards to the round nave and its dominant 
architectural features.  The round church, of course, was closely tied to the image of the 
Templars in the West, but, interestingly, the histories of the London and Paris Temples 
run parallel; both Temples received porches and large Gothic choirs in the thirteenth 
century.  From plans, it is clear that the interior of the Paris Temple featured six piers that 
separated the vaulted ambulatory from the taller central section, which was lit by a 
clerestory.123  Using later drawings, Gardam suggests that the Paris Temple also featured 
a corbel table supporting a steeply pitched roof above the ambulatory, rising to just below 
                                                        
120 J. Stow, A New View of London, edited by J. Strype (London, 1754), 1.751, quoted in Gardam, 
“Restorations,” p. 112. 
121 Gardam, “Restorations,” p. 112. 
122 P. Lorentz and D. Sandron, Atlas de Paris au Moyen Âge : espace urbain, habitat, société, religion, 
lieux de pouvoir (Paris, 2006). 
123 Èlie Lambert, Architecture des Templiers (Paris, 1955), pp. 66-71. 
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the clerestory windows, and a spherical dome above the central room of the nave.124  
Significantly, these general features also appear in the earliest known engraving of the 
New Temple, executed by William Emmett c. 1682, which shows the ambulatory 
covered by a steeply pitched roof and the nave with a dome crowned by a cupola (Fig. 
13).125  While Emmet’s stylized representation includes architectural flourishes on the 
church in the Baroque style c. 1682 and 1695, it may be the most accurate vestige of the 
medieval church that survives.126  Both the New Temple in London and the Paris Temple 
also had exterior supports; the Paris church was lined with pilasters and the London 
church with buttresses, both of which would have been necessary to support the thrust of 
a stone dome or vault system.127 
In the thirteenth century, a grand three-aisle choir was constructed on the east end 
of the church; this more traditional liturgical space obscured the original twelfth-century 
foundations.  In the 1940s, damaged floor tiles in the choir were removed and Godfrey 
discovered a part of a cross-wall with an eastern face not far below the floor surface, 
about 47 ft. from the round nave, and suggested it represents either the square east end or 
a chord of the original twelfth-century apse.  Based on the plans of the Paris Temple and 
the Hospital priory in Clerkenwell, it was the general practice to build a short unaisled 
chancel or presbytery terminating in an apse on the east end of a round-naved church.128  
Unfortunately, there is no archaeological evidence to suggest such a chancel ever existed 
at the Old Temple in the twelfth century.  Godfrey also discovered the foundations of a 
                                                        
124 Gardam, “The Temple Church,” pp. 60-7.  See also Y. Christ, Eglises Parisiennes, Actuelles et 
Disparues (Paris, 1947), no. 84; J. Marot, L’architecture francoise (Paris, 1751). 
125 Gardam, “Restorations,” p. 108. 
126 On the Baroque work see E. Hatton, A New View of London, II (London, 1708), p. 563. 
127 See Lambert, pp. 66-76. 
128 Godfrey, p. 125. 
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second room, most likely a chapel.  The chamber has benches lining the north and south 
walls, and there is provision for an altar at the east end, with a double piscine and a locker 
recessed into the south wall.129  While Godfrey believed this chamber was the famous 
Templar treasury, the benches make it more likely that space was used as a meeting 
room; an altar was not a common feature for a treasury.130  In fact, this room has the same 
key features that appear in the crypt beneath the chancel at Clerkenwell, which was quite 
possibly used as a chapter house. 
The New Temple was enlarged on two occasions both of which suggest that the 
original plan did not meet the later cult needs of the Templars.  With the first addition, a 
chapel dedicated to St. Anne was constructed along the south face of the apsidal chancel 
in the 1220s, and the large choir was completed and consecrated in 1240 in the presence 
of King Henry III. The Chapel of St. Anne contained two levels: the lower chapel 
dedicated to St. Anne and an upper chapel dedicated to St. Thomas Becket (see Fig. 10).  
The Becket chapel was entered through a set of steps in the chancel, while the entrance 
into the Chapel of St. Anne was located in the rotunda.131  This two-story chapel was 
located on the south side of the chancel in a spot that was equivalent to the raised Calvary 
Chapel at the Church of the Holy Sepulchre in Jerusalem.  In 1678 the Chapel of St. 
Anne was blown up with gunpowder in order to halt a ruinous fire spreading to the main 
church, making a stylistic analysis of the chamber’s fabric is impossible.132  
The thirteenth-century choir of the New Temple is considered one of the first 
Gothic buildings in London.  It displays many of the qualities and features representative                                                         
129 Ibid., p. 131. 
130 Ibid., p. 130 
131 Ibid., pp. 129-30. 
132 E. Lord, The Knights Templar in Britain (London, 2002), p. 33. 
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of early English Gothic architecture, especially in terms of its style, even though the 
choir, like the rest of the church, retains very little of its medieval fabric due to centuries 
of destruction, alteration, and restoration (Figs. 14-15).133  The architectural elements of 
the New Temple’s Gothic choir foster a distinguished and unified interior space, which is 
characteristic of the “quasi-institutional” style of architecture produced in southern and 
southeastern England between 1215-1240.134  This style has been directly connected to 
the patronage of King Henry III and the men in control of the English government during 
his long minority, primarily an exclusive group of men headed by Stephen Langton, 
Archbishop of Canterbury (1207-1228), who held high episcopal offices.  This 
association prompted Peter Brieger to use the phrase “Episcopal Style” to describe 
cathedral architecture in England in the first half of the thirteenth century.135  Its 
structural and decorative features include groups of graduated lancet windows, low, 
broad arches, ribs fused into a narrow block at the springer, narrow supports, and molded 
capitals, which create visual spaciousness, regularity, clarity and sobriety or restraint 
within a thin and usually light-weight structure.136  The ultimate goal was to reduce 
material and thus increase spaciousness within a building.  The abundant use of colored 
stone, usually Purbeck marble, is also recognized as a definitive characteristic of 
“Episcopal” architecture, which is employed to clearly frame spaces and to sharply 
delineate or outline architectonic details.137   
                                                        
133 V. Jansen, “Lambeth Palace Chapel, the Temple Choir, and Southern English Gothic Architecture of c. 
1215-1240,” in England in the Thirteenth Century, edited by W.M. Ormrod (Boydell, 1985), 95-99. 
134 Jansen, p. 98 
135 P. Brieger, English Art, 1216-1307 (Oxford, 1957), pp. 2-3.  This term is problematic as it implies one 
uniform style of building in England during this period. Additionally, the style was not restricted to 
episcopal patrons.  See: Jansen’s critique, p. 97 and note 7; Binski, Becket’s Crown: Art and Imagination in 
Gothic England 1170-1300 (New Haven and London, 2004), pp. 69-70. 
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The visual qualities of the “Episcopal Style” indeed match the general character 
and formal features of the thirteenth-century choir of the New Temple, but do not 
coincide with those of the nearby priory church of the Knights Hospitaller in 
Clerkenwell.  The Hospitallers did construct a large, three-aisled chancel for their round 
church, but this occurred in the second-half of the twelfth century not in the mid-
thirteenth century.  Additionally, the Hospital priory did not have close ties to the court 
during this period like the New Temple.  It only achieved comparable civic significance 
in the mid-fourteenth century, after the suppression of the Templar order.  Beyond the 
ground plan, the appearance of the twelfth-century chancel of the Hospital Priory can 
only be partially reconstructed.  In 1549-50, after the Dissolution, Lord Protectorate 
Somerset blew up the side aisles of the church and used the stone to construct his house 
at the Strand.  In the seventeenth century, the extent part of the church and its chapels 
were converted into a private mansion, and the medieval configuration was altered and 
the fabric was compromised.138  Unlike the New Temple, the Hospitallers’ great priory 
church did not retain its function as a house of worship. 
For Jansen, the form and fabric of the Temple choir reveal the pervasive 
acceptance of the “Episcopal Style” in thirteenth-century southern England.139  Yet the 
choir of the New Temple was not the product of episcopal patronage; rather, it more 
likely reflects the patronage and aesthetic values of King Henry III himself and, by 
extension, of the royal court in London.  Certainly by Henry’s reign, the New Temple 
was a vital building in the administration of his government, as it functioned as the royal                                                         
138 The post-Tudor history of the Clerkenwell priory is very complicated; see Sloane and Malcolm, 
Excavations at the Priory, pp. 226-227 and 232-234.  Indeed, the entire site was divided up into private 
mansions over the course of the sixteenth and seventeenth centuries.  
139 Jansen, p. 95. 
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treasury and as a hotel for visiting dignitaries.  Significantly, in July 1231 Henry III 
granted to the master and brethren of the Temple a yearly sum to support three chaplains 
in the New Temple, London, celebrating mass daily, one for the king, one for the 
Christian people, and one for the faithful departed.140  In a royal charter issued later that 
month, Henry entrusted his body to the Templars, out of “especial love” for the order, 
and requested burial in their church at their London headquarters.141  While direct 
participation of the king in the construction of the Gothic nave is uncertain, it is clear that 
the Templars used architectural form to visually align themselves with the most 
prestigious factions of society, including King Henry, perhaps in preparation to receive 
his royal body.  As Paul Binksi points out, the nave of the New Temple likely looked 
much like Henry’s Lady Chapel at Westminster Abbey of circa 1220, which was one of 
the crowing achievements of his royal patronage.142  The Templars were unsuccessful in 
acquiring Henry’s body, however.  Henry issued a royal charter in 1246 that changed his 
burial site from the Temple to the abbey “out of reverence for the most glorious King 
Edward whose body lies at Westminster.”143  
 
1.5 Conclusion 
It is quite remarkable that there are few significant formal similarities between the 
Church of St. John, Clerkenwell and the New Temple beyond their twelfth-century round 
naves and original narrow chancels.  A detailed stylistic comparison of these two                                                         
140 CCR (1226-57), p. 135. 
141 CCR (1226-57), pp. 210-11. 
142 Paul Binski, Westminster Abbey and the Plantagenets: Kingship and the Representation of Power, 1200-
1400 (New Haven, 1995).  
143 Lewis, “Henry III and the Gothic Rebuilding of Westminster,” p. 168; Stanley, Historical Memorials of 
Westminster Abbey, p. 569.  
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buildings is nearly impossible, as only fragments of the original columns, moldings, 
capitals and stonework, are extant from Clerkenwell, especially for the twelfth century 
church, and much of the New Temple’s medieval fabric has been replaced several times 
over.  Nevertheless, the two twelfth-century London round churches are each, loosely 
defined, architectural copies of the Church of the Holy Sepulchre in Jerusalem.  As 
Krautheimer noted, although many of the centrally planned buildings in the West are 
declared imitations of the Rotunda of the Holy Sepulchre via dedication or patronage, 
they “vary surprisingly from one another” as well as from the prototype.144  Both the 
Church of St. John and the New Temple had the potential to recall the Church of the Holy 
Sepulchre, Jerusalem or quite simply the Holy Land in the minds of most medieval 
viewers, and the form would have certainly motivated the brothers and chaplains of the 
orders far removed from the Holy Land, survive as a monumental reminder of the high 
stakes of the Crusades.  
The Knights Templar would not only have wanted their architecture to evoke the 
Rotunda of the Church of the Holy Sepulchre, they ideally would have wanted to build 
monuments that recalled the Lord’s Temple (Dome of the Rock), which was directly 
under their protection after they moved to the Temple Mount and was the sacred building 
represented on the order’s common seal in the Latin East.  Thus, the New Temple should 
be considered a loose “copy” of either or rather both the Anastasis Rotunda and the 
Lord’s Temple.  The symbolism behind the form of the New Temple could have been 
fairly flexible depending on the viewer; the building was called the Novum Templum after 
all, calling to mind the Lord’s Temple rather than the Holy Sepulchre.  The meanings of 
                                                        
144 Krautheimer, “Introduction,” p. 117. 
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medieval architecture were, in this way, inherently multi-layered with various 
connotations present in a building that concomitantly “vibrated” in the mind of the 
medieval viewer.145   
The architecture of the military orders in England should really be understood as 
offering general impressions of Jerusalem rather than exact replicas of the Church of the 
Holy Sepulchre or the Lord’s Temple.  Clearly, in the twelfth century, the Templars and 
Hospitallers endeavored to recreate a fundamental part of Jerusalem in England, 
especially in London, where their monumental round churches altered both the landscape 
and skyline of the burgeoning city.  However, local influences were equally important in 
both the construction of the original buildings and later renovations at both the Hospital 
priory in Clerkenwell and New Temple, London.  The early round churches in England 
would have provided a convenient point of reference for an apposite way to memorialize 
Jerusalem in England.  Of course, the twelfth-century viewer of the New Temple or the 
Hospital at Clerkenwell could have easily looked past the local circumstances of their 
manufacture and instead concentrated on the primary “referential target,” the Holy 
Sepulchre in Jerusalem.146   
Local influences are even more definitive in the later building campaigns at both 
sites.  The work completed during the second campaign at Clerkenwell, especially the 
expanded chancel of c. 1185, has been regard as a paradigm of transitional English 
Gothic architecture, following the models of the church at Lesnes Abbey, Kent 
(Augustinian, founded in 1178) and St. Cross, Winchester (founded in 1136 by Henry of 
                                                        
145 Krautheimer, “Introduction,” p. 122; Crossley, “Medieval Architecture and Meaning,” p. 117. 
146 Nagel and Wood, p. 406. 
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Blois, Bishop of Winchester with church dating from the 1160s-1170s).147  Scholars also 
have noted that the remnants of St. John Clerkenwell feature both stylistic and technical 
traits typical of early northern Cistercian architecture, such as Byland Abbey, 
Yorkshire.148  Of course, there were also similarities between the work at Clerkenwell 
and that undertaken at the neighboring nunnery St. Mary Clerkenwell, which probably 
dates to 1190-1200.149  It is unfortunate that there is not more evidence about the 
architects and masons working on these building, especially those located in southern 
England.150  When the round nave at Clerkenwell was finally replaced between 1280 and 
1330, the new nave as well as the cloisters was constructed in the Decorated style – an 
English style defined by the use of intricate tracery and micro-architecture.151  The New 
Temple, of course, retained its twelfth-century round nave, but its expanded choir also 
was constructed in the latest thirteenth-century English fashion, the so-called “Episcopal 
Style,” which was directly linked to the English royal government.  On the whole, St. 
John Clerkenwell and New Temple, London were outwardly and increasingly English, 
with only the round churches still evoking the Holy Land and suggesting their self-
identification with the crusade movement in the thirteenth century.  
There is also the issue of the distinctive dedications of the Templar and 
Hospitaller churches in England.  For Krautheimer, the specific dedication of church had 
significant symbolic weight and would ideally correspond to the layout or particular parts                                                         
147 Sloane and Malcolm, pp. 193-194. 
148 See: J. Bilson, “The Architecture of the Cistercians,” Archaeological Journal 64 (1909), pp. 185-280; 
W. Pettit Griffith, “St. John’s Priory Clerkenwell,” The Builder (June 15, 1867), pp. 424-7.  
149 Sloane and Malcolm, p. 195. 
150 Ibid., p. 282.  While mason’s marks discovered at St. John Clerkenwell do correspond to marks used in 
the ashlar at the priory of St. Mary Merton, Southwark, for instance, the position of the marks suggest 
regulation or control of construction rather than an identifying mark of an individual mason. 
151 Ibid., 195. On the Decorated style see: Bony, English Decorated Style; Coldstream, The Decorated 
Style. 
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of the structure.152  The round churches at Northampton and Cambridge were both 
dedicated to St. Sepulchre; yet the Templars dedicated both the Old and New Temples to 
St. Mary, and the Hospitallers dedicated their priory church to St. John.  While 
Ousterhout also recognizes dedication as an important component of architectural 
copying, his theory of function and context suggests that the dedications of the Templar 
and Hospitaller rotundas in London indeed carried symbolic meaning related to Holy 
Land buildings.  The Knights Templar claimed a special connection to the Virgin Mary 
because they believed that the Annunciation took place in the Temple of Solomon, their 
administrative headquarters in the Holy Land.153  The Hospitallers always dedicated their 
churches to St. John, matching the dedication of the Hospital of St. John in Jerusalem to 
the patron saint.  John the Baptist was allied to the healing of the sick and the aiding of 
the poor, and so he was an obvious choice to represent the Hospitallers.  Thus, the form 
of the Hospital priory and the New Temple imitated the Church of the Holy Sepulchre or 
the Temple of the Lord, while the dedications recalled the Hospital in Jerusalem and the 
Temple of Solomon, respectively.  The dedications were not selected to reinforce the 
“symbolic form” of the two round churches; rather, the dedications reflect the traditional, 
communal devotion of the orders to their chosen patron saints, simultaneously calling to 
mind the headquarters of both orders in the Holy Land. 
 The incredible endeavor of holding together these two vast international 
organizations was certainly a pervasive problem and neither order was successful in 
overcoming localizing tendencies, especially in England so far removed from the Holy 
                                                        
152 Krautheimer, “Introduction,” p. 115. 
153 Gilchrist, Contemplation and Action, pp. 95-96. 
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Land.154  Inevitably, the national identity, the localized image of the Hospitallers and 
Templars in England, was more important than their international identity.  Although the 
papacy claimed the first allegiance of the military orders, they ultimately depended on 
local powers for donations and alms, and they also relied on these individuals to define 
their function at the “national” level.  This certainly holds true for the reciprocal 
relationships between the Templars and Hospitallers and the kings of England.  Those 
English monarchs who were unable to crusade actively could show their devotion to the 
Holy Land and dedication to the crusade movement through patronage of the military 
orders.155  This patronage quickly expanded to include the laity, in particular nobles and 
knights from the landholding classes.  Significantly, while interest in the crusade 
movement accounted for some of the most spectacular donations, few donors expressed 
crusading motives for their patronage of the military orders.156  
The Templars and Hospitallers had to constantly affirm their sanctity and the 
spiritual aspects of their vocation, as they competed with traditional monastic orders for 
donations.  For instance, the papacy consistently regarded the military orders’ lifestyle as 
less spiritually advanced than the lifestyles of contemplative religious orders such as the 
Benedictines and Cistercians.157  Therefore, the military orders had to prove their spiritual 
worth in western Europe, especially after the failed Second and Third Crusades and the 
loss of Jerusalem in 1187.  In the case of England, the Templars and Hospitallers 
fashioned their London houses as pious and hospitable institutions greatly beneficial to 
the City of London.  As enthusiasm for crusading waned, the orders’ increased their 
                                                        
154 See Nicholson, Images of the Military Orders, p. 4. 
155 Nicholson, Images of the Military Orders, p. 16. 
156 Nicholson, Images of the Military Orders, p. 60. 
157 Nicholson, Images of the Military Orders, p. 23. 
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commitment to hospitality, housing foreign visitors as well as the English king on 
occasion.  They also promoted liturgy and prayers for the souls of the living and dead, 
which is certainly reflected in the addition of auxiliary chapels in both St. John 
Clerkenwell and the New Temple as well as in the enlarged chancels, which also offered 
new space for chantries and tomb monuments.  For example, the Hospital became a 
popular site for noble burial and chantries in the 1330s, although primarily catering to 
members of the order. Moreover, the Templars, as noted above, were required to 
celebrate three masses daily by command of Henry III, and it appears that the order also 
was celebrating regular masses for the departed soul of King John.158  The New Temple 
in London, in particular its round nave, had served as a burial place for crucesignati and 
great patrons of the Temple since the early thirteenth century.159 
The English Templars and Hospitallers did not represent themselves in their 
crusader guises, as poor knights or caretakers of infirm pilgrims; nor did they draw 
attention to their military function.  Scholars have often pointed out, for instance, the 
perplexing lack of arms and armor listed on the inventory taken of the New Temple’s 
goods in 1308 at the time of the Templar arrests under Edward II, which suggests that the 
Templars in England were not involved in military and knightly pursuits.160  The Temple 
did possess an impressive collection of silver, gilt and ivory liturgical vessels, lavish 
vestments and priceless relics, including two relics of the True Cross, a droplet of the 
Holy Blood, and the sword of St. Thomas Becket’s martyrdom – necessary 
                                                        
158 Register of Walter Gray, Lord Archbishop of York, ed. J. Raine, Surtees Society 56 (Durham, 1872), p. 
24, no. 115.  See also Nicholson, “Military Orders and Kings,” p. 207. 
159 See D. Crouch, William Marshal: Knighthood, War and Chivalry, 1147-1219, 2nd ed. (Edinburgh, 
2002), pp. 140-141. 
160 Exchequer (Lord Treasurer’s Remembrancer) Enrolled Accounts, Miscellaneous, No. 24. Templars 
Rolls, No. 3, M. 3. See also: Baylis, Temple Church, pp. 131-146; Lord, pp. 26-30. 
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accoutrements to enhance the order’s sacred image in England.  The possession of such 
treasures complicated the loosely symbolic context of an architecture tied to Crusades 
and pilgrimage by interjecting new associations derived from its functional space and 
local symbolism. 
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Chapter 2 
 
Crusade, Triumph and Devotion: The Seals of the Military Orders in England 
 
“People believe a messenger who is educated, 
that is who has knowledge of the scriptures, and has a seal, 
that is the impression of a saintly way of life, 
with which he can instruct others.” 
-James of Vitry, Sermon II161 
 
The process of institutional localization of the Templars and Hospitallers in the 
British Isles, already explored through the lens of their architectural monuments, can be 
more fully examined through a close analysis of their seals, which reflect both the social 
histories of the orders and their visual self-presentation.  The corporate seals of the 
English branches of these two major crusading orders provide important insights on how 
the knights identified and distinguished themselves visually in England, as both military 
orders and international monastic foundations.  As highly mobile and intrinsically visual 
artifacts, medieval seals both embody and convey individual or institutional identity, 
sometimes providing the most complete record of a group’s structure and self-conception.  
This is certainly true of the identified seals of the Knights Templar that survived the 
transnational suppression of the controversial order in 1311, and the catalogued seals of 
the Knights Hospitaller, especially in England where their visual culture was mostly 
eradicated during the Dissolution of the Monasteries under Henry VIII (1491-1547).  
Despite this destruction, representative seals of the English orders survive from the 
                                                        
161 In C.T. Maier, Crusade Propaganda and Ideology: Model Sermons for Preaching the Cross 
(Cambridge, 2000), pp. 101-103. 
  62 
twelfth to fourteenth centuries.162  From England, there are approximately six extant 
Templar seals and sixteen extant Hospitaller seals.  Further, many of these seals are still 
affixed to the original document, allowing the seals to be roughly dated and, perhaps, the 
sealer identified.  As visual objects, the seals of the English Templars and Hospitallers 
are important evidence for crusader visual culture in England.  They provide insight into 
the ways in which the English bodies of these vast corporations viewed themselves in 
relation to the Holy Land.  Indeed, as I will show, the English seals embody the crusader 
ideals of self-sacrifice and triumph, illustrating the Military Order’s particular devotion to 
Christ and the holy city of Jerusalem. Both the pictorial content and textual inscriptions 
of the Templar and Hospitaller seals from England locate them in their immediate local 
and international social contexts.  
That seals played a role in the formulation and expression of medieval identity 
has been well established by Brigitte Bedos-Rezak, who writes, “Seal users came to 
develop a new awareness of themselves in relation to an object, the seal, whose 
operational principles were categorization, replication, and verification.”163  In general, 
sealing was a process for establishing ownership, signaling commitment, designating 
                                                        
162 Select bibliography of the seals of the Knights Templar and Hospitaller: S. Pauli, Codice diplimatico del 
sacro militare Ordine gerosolimitano, oggi di Malta, 2 vols. (Luca. 1733-1737); G. Schlumberg, “Deux 
sceuax et une monnaie des Grands Maîtres de Hôpital,” Revue archéologique 1 (1876), pp. 55-57; L. 
Douët-d’Arcq, Collection de Sceaux (Paris, 1863); Schlumberg, “Sceaux et bulles de l’Orient latin au 
Moyen Âge,” Le Musée archéologique 2 (1877), pp. 294-343; J. Delaville Le Roulx, “Note sur les sceaux 
de l’ordre de Saint Jean de Jérusalem,” Mémoires de la Société nationale des Antiquaires de France, 5th 
series, 1 (1880), pp. 52-87; Delaville Le Roulx, “Les scueax des archives de l’ordre de Saint-Jean de 
Jérusalem à Malte,” Mémoires de la Société nationale des Antiquaires de France 47 (1886), pp. 225-247; 
E.J. King, The Seals of the Order of St. John of Jerusalem (London, 1932); A.B. Tonnochy, Catalogue of 
British Seal-Dies in the British Museum (London, 1952); P. de Saint-Hilaire, Les Sceaux Templiers et leurs 
Symboles (Puiseaux, 1991). 
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(2000), p. 1491; Bedos-Rezak, “Replica: Images of Identity and the Identity of Images in Prescholastic 
France,” in The Mind’s Eye: Art and Theological Argument in the Middle Ages, J.F. Hamburger and A.-M. 
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  63 
identity, representing authority and of course authenticating documents.164 Seals have two 
key features: first, the pictorial symbol, which could be personalized or highly 
conventional, and second, the inscription around it, which identified the author or 
authorial body of the document to which the seal was attached.  The inscription or legend 
usually bore the sealer’s personal name, which enabled people to sign their names in an 
accepted format without knowledge or proficiency in writing.165  For an institution or 
religious foundation, the inscription often included the name of the official in charge of 
witnessing documents, such as the bishop or abbot.  Regardless of the type of document 
to which it was attached (letter, charter, gift, casket of relics, etc.), a seal represented 
three things: the source of the document or object to which it was attached; the unaltered 
state of the document or object; and, most importantly, the authenticity of the document 
or object.166 Furthermore, the power of a seal is twofold: as an object, the seal validates 
and as an image, it represents the sealer, whether an institutional officer or an 
individual.167 
There are five distinct categories of seals: Great Seals of kings and magnates or 
Common Seals of corporate bodies, seals ad causas used for ordinary business to avoid 
the complicated use of Great or Common Seals, secret seals (secretum sigillum) or 
personal seals of individuals, signets or small, private seals usually in the form of rings, 
and counterseals, which could be a personal seal (i.e., the secretum) that was used to 
make an impression on the back of a Great or Common seal.168  Medieval written records                                                         
164 Bedos-Rezak, “Medieval Identity,” p.1511. 
165 M.T. Clanchy, From Memory to Written Record, England 1066-1307, 2nd ed.  (Oxford, 1993), p. 308. 
166 T.A. Heslop, “English Seals in the Thirteenth and Fourteenth Centuries,” in Age of Chivalry, J. 
Alexander and P. Binski, eds. (London, 1987), p. 114. 
167 C.D. Bauer, Visual Constructions of Corporate Identity for the University of Paris, 1200-1500, Ph.D. 
Diss. (University of Illinois, 2006), pp. 29-30. 
168 King, Seals, pp. 4-5. 
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refer to both the engraved matrix, also known as the die, and its impressions as seals, but 
the matrix was, without doubt, an exceptional object that was the personal property of its 
owner.  There is evidence that personal seal-dies were either kept among one’s treasure 
or were worn on the body as pendants, rings or brooches.169  Both seals and seal-dies 
were extremely personal objects – appendages to one’s own body and person.  However, 
institutional seals, like those of the Hospital and Temple, are most often described in 
written records as being kept in a locked ironbound chest with several locks, and most 
institutions strictly regulated access to their seals.170  
Like coinage, medieval seals had a wide circulation and traveled long distances 
throughout Europe, the Mediterranean Basin and beyond.  Thus, they had to address both 
local and international audiences, employing widely recognizable iconographic emblems. 
Indeed, scholarship on medieval seals stresses their “essential uniformity”; sealers 
required an image that was personal but also readily understandable in terms of pre-
existing visual conventions.171  Seals became ubiquitous over the course of the twelfth 
and thirteenth centuries, as all individual members of society increasingly required seals 
to conduct business.  As Bedos-Rezak notes, by about 1200, seals “had become the usual 
means of legally committing oneself and had spread quickly though all strata of medieval 
society.”172  This rise in personal seal usage is actually reflected in the collections of 
military order seals.  Evidence suggests that in the thirteenth century the officers in 
western Europe frequently possessed both institutional (i.e., the seals of their office) and                                                         
169 B. Bedos-Rezak, “Medieval Seals and the Structure of Chivalric Society,” in The Study of Chivalry: 
Resources and Approaches, H. Chickering and T.H. Seiler, eds. (Kalamazoo, 1988), p. 314. 
170 Clanchy, From Memory, p. 317; Heslop, “English Seals,” p. 114. 
171 Heslop, “English Seals,” p. 116; M. Pastoureau, “Les Sceaux et la Fonction Sociale des Images,” in 
L’Image: Fonctions et usages des images dans l’Occident médiéval, edited by J. Baschet and J.-C. Schmitt 
(Paris, 1996), p. 275-308. 
172 Bedos-Rezak, “Chivalric Society,” p. 317. 
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personal, heraldic seals, which they used as either counterseals to the institutional seal or 
on their own.  Whether institutional or personal, the seals of the knightly officials of the 
Templars and Hospitallers had an incredibly broad audience, crisscrossing Europe and 
the Mediterranean to the Holy Land on documents.  The military orders gave and 
received gifts of land and alms in both the East and West on a regular basis; they 
corresponded with other members of the order; and they were in frequent contact with the 
papacy and members of the aristocracy and royal families, including kings and queens, 
who ruled over their numerous landed estates from the Latin Kingdom to Germany, 
Spain, France and England.   
 
2.1 State of the Research 
Focusing on seals produced in the Latin East, France and England, I examine 
select seals of the Templars and Hospitallers in turn.  However, there is far more visual 
and documentary evidence for seal design and seal usage from the Hospital of St. John.  
Since the Templars were violently suppressed in the first two decades of the fourteenth 
century, beginning with their arrest in France by order of King Philip IV in October of 
1307, they produced fewer written records; for example, they ceased producing 
correspondence and charters for the exchange of land.  Additionally, the confiscation and 
eventual reassignment of Templar properties in the East and West doubtless resulted in 
the loss or destruction of an incalculable number of legal and devotional documents and 
manuscripts.  The suppression of the Temple certainly had a negative impact on the 
survival of their seals, in particular the seals and matrices belonging to ranking members 
of the order.  It is most likely that the many of the seals were broken, the matrices 
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destroyed to prohibit further use, certainly to prevent false authorization of forged 
documents.173  Unfortunately, Pope Clement V’s bull of suppression, Vox in excelso (22 
March 1312), does not specify the fate of the order’s seals. Even though Clement V 
desired that the lands and possessions of the Templars be transferred to the Hospitallers, 
there is no evidence to suggest that the seals of the Templar houses and members passed 
to the Hospitallers.174  However, a single extant seal used by the Hospitaller commander 
of the Paris Temple in 1436 (Archives nationales D 9921) indicates that the Hospitallers 
had new and visually meaningful seals struck to conduct business out of the former 
Templar house.  The seal features a half-length figure of the Hospital’s patron saint, John 
the Baptist, holding a plaque bearing the Agnus Dei.175 
The seals of the Templars have been frequently used as illustrations in general 
studies on the order; both iconic and overly romanticized, the seals have received little in 
the way of historical or visual analysis.  The most comprehensive study to date is Paul de 
Saint-Hilaire’s Les sceaux templiers et leurs symbols (1991).  Essentially a catalogue 
                                                        
173 Breaking seals was a recognized method for dealing with challenged seal usage, especially claims made 
against the use of corporate seals.  For example, when the bishop of Paris accused the University of Paris of 
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Constructions, p. 46.  More generally in England, a seal was often ceremonially broken when a new seal 
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175 Seal of Jean de Gondevillier, Commander of the Temple, Paris, 1436 (Archives nationales D 9921).  
Legend: “…s iohanis ihelm par[isius]…”. 
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raisonné of the Templar’s seals, it describes 3 matrices and 96 extant seal impressions 
that belonged to international order and its seal-holding members.176  Descriptions of 
Templar seals are also included in Walter de Gray Birch’s Catalogue of Seals in the 
Department of Manuscripts in the British Museum (1887) and Louis Douët d’Arcq’s 
Collection de Sceaux (1863-68) in the Archives nationales in Paris.177  Only two 
additional studies on the Templars’ seals have been written, Lucien Carny’s hand-list 
“Les sceaux de l’Ordre du Temple” (1972), which offers some iconographic analysis but 
focuses primarily on examples of the secret seal of the Temple in the Archives nationales, 
and Yves Metman’s brief notice “Le sceau des templiers” (1974), which considers 
Templar seals in the context of other seals produced in the Latin East featuring Holy 
Land architecture.178 
The Hospital of St. John produced seals from the foundation of the order in the 
Holy Land in the early twelfth century up to the loss of Malta, the knights’ last 
headquarters, in 1798.  The one exception is the English order of the Knights Hospitaller, 
which was dissolved by Henry VIII in 1540 along with all other religious houses in 
England.  The order’s vast English holdings were dispersed and the many of the members 
retired to Malta.179  Nevertheless, approximately thirty medieval wax seals of the English 
Hospital and its members survive in English collections, approximately sixteen of which 
date before the fifteenth century.                                                          
176 Saint-Hilaire (as in note 1). 
177 W. de G. Birch, Catalogue of Seals in the Department of Manuscripts in the British Museum, vol. 1 
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1915); E.J. King, The Knights of St. John in the British Empire (London, 1934).  See also H.J.A. Sire, The 
Knights of Malta (New Haven, 1994), pp. 176-180; 182-189. 
  68 
Edwin J. King wrote the only comprehensive study of the seals of the Order of St. 
John in the 1930s.  King worked almost exclusively with the seals held in London, at  
the British Library and the Museum of the British Order of St. John, Clerkenwell, and in 
Paris, at the Archives nationales.  Fortunately, as acknowledged by King, since seals 
were highly mobile artifacts, the seals of the order held in London and Paris are almost 
completely representative of all periods, countries, and classes of members of the 
order.180  King, of course, relied heavily upon the exhaustive catalogues of seals that were 
produced in the late-nineteenth century by Birch and Douët d’Arcq.181  King’s study 
follows the form of a catalogue; it offers little in the way of analysis or contextualization 
of the seals, but offers a broad presentation and general examination of the seals by 
region.  King’s, Birch’s and Douët d’Arcq’s work is supplemented by the Catalogue of 
Seals in the Public Record Office: Monastic Seals (1986), Joseph Delaville le Roulx’s 
commentaries on the orders’ seals, most importantly his study on the seals of the English 
priors, and more regionally focused studies, such as Jean-Marc Roger’s recent 
publication on seals in Champagne (2007).182   
In addition to the seals themselves, there is significant evidence for Templar and 
Hospitallers seal usage and design embedded in the Orders’ surviving written records.   
While documentary evidence for the Templars is certainly limited, there are nearly 
complete French copies of the Rule of the Templars that survive in three manuscripts                                                         
180 King, Seals, p. 7.  
181 Birch, Catalogue of Seals, vol. 1, pp. 847-863; Douët d’Arcq, Collection de Sceaux. 
182 R.H. Ellis, The Catalogue of Seals in the Public Record Office. Monastic Seals: Volume I (London, 
1986); J. Delaville le Roulx, “Note sur les sceaux de l’Ordre de Saint-Jean de Jéruslalem,” “Des sceaux des 
prieurs Anglais de l’Ordre de l’Hopital aux XIIe et XIIIe siècles,” and “Sceaux de l’Ordre de Saint-Jean de 
Jérusalem des langues d’Aragon et de Castile,” in Mélanges sur l’Ordre de Saint-Jean de Jérusalem (Paris, 
18 --); J.-M. Roger, “Les sceaux de l’Hôpital en Champagne jusqu’â l’oppugnation de Rhodes (1253-
1522),” in Les sceaux, sources de ‘histoire médiévale en Champagne, sous la direction de Jean-Luc 
Chassel (Paris, 2007), pp. 53-83.  Cf. D.H. Williams, “A Seal of the Knights Hospitaller from St. Briavels,” 
in Transactions of the Bristol Gloucestershire Archaeological Society 110 (1992), pp. 99-100. 
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from the thirteenth century in Dijon, Paris and Rome, and an incomplete Catalan version 
of the Rule in Barcelona.183  J.M. Upton-Ward, the most recent translator of the Rule, 
suspects that the majority of manuscripts were, indeed, destroyed at the time of the 
Templar arrests in the fourteenth century, but also notes that the Rule itself actually 
prohibited the distribution of the document.  Brothers of the order could not possess 
copies of the Rule without the permission of the convent, nor were members of the order 
allowed to read or disclose the Rule to secular men.184  The Rule was first written after 
the Council of Troyes in 1129.  This Latin Rule loosely followed the Rule of St. 
Benedict, but was modified in order to accommodate the unique requirements of a 
military foundation.  It is divided into seven topical texts: the Primitive Rule, the 
Hierarchical Statutes, Penances, Conventual Life, the Holding of Ordinary Chapters, 
Further Details on Penances, and Reception into the Order, which developed and were 
amended over time.  Upton-Ward has convincingly suggested that the Rule was 
translated into vernacular French between 1135-1147, as it would have been essential for 
an order composed of lay soldiers rather than educated clerics.185  
The Rule, statutes and customs of the Hospital of St. John survive from the 
Middle Ages.186  The Rule itself, also known as the Rule of Raymond du Puy, Master of 
the Hospital 1120-1160, is a collection of regulations drawn up sometime before 1153.                                                          
183 Dijon, Arch. Depart. H.III; Paris, Bibliothèque nationale de France, fonds français 1977; Rome, Acad. 
Des Lincei, cod. 44 A 44; Barcelona, Archivos de la Corona de Aragon, Cartas Reales Ms. 344.  See J.M. 
Upton-Ward, trans., The Rule of the Templars: The French Text of the Rule of the Order of the Knights 
Templar (Woodbridge, 1992); L. Daillez, La Règle du Temple (Nice, 1977); H. de Curzon, ed., La Règle du 
Temple (Paris, 1886). 
184 Upton-Ward, p. 11 and 29.326. 
185 Upton-Ward, p. 13. 
186 There are several extant copies of the Rule from the thirteenth and fourteenth centuries, including a 
Latin copy from 1235 and a late thirteenth-century French copy.  See Cartulaire general de l’ordre des 
Hospitaliers de St-Jean de Jérusalem (1100-1310), ed. J. Delaville Le Roulx, 4 vols. (Paris, 1894-1906), 
nos. 70, 4496.  See also E.J. King, The Rule, Statutes and Customs of the Hospitallers, 1099-1310 (London, 
1934). 
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According to Jonathan Riley-Smith, Raymond du Puy was certainly responsible for the 
production of the document, and it is a direct reflection of his legislation.187  Pope 
Eugenius III confirmed the Rule before his death in 1153, thus giving the document a 
terminus ad quem of 1153.  The Rule and its decrees were an adaptation of the so-called 
Rule of St. Augustine, but as Riley-Smith notes, it was more focused on establishing a 
centralized system of government, one that emphasized the absolute jurisdiction of the 
central house of the Hospital over the European estates.188  In other words, the Rule had 
to establish the rights and legislative activity of the order’s Chapter General – an 
assembly of senior officers of the order from across the whole of the order’s territories 
that judged cases and conducted administrative business on a regular basis.  The Rule 
also contained, in basic form, the foundations for the larger structure of the order, 
including an outline of the vows and professions of the members, the regulations for 
conventual life, the organization of the hospital and prescriptions for the care of the sick 
poor, the position and duties of the Master and of the central government, and the 
processes of provincial administration.189  The Rule was expanded throughout the history 
of the order with statutes drawn up and added to the Rule at the regular meetings of the 
Chapter General.190  The majority of the order’s statutes date to the thirteenth century.  
The last two additions to the Hospital’s twelfth-century Rule are the judgments (esgarts) 
and the customary rights (usances) of the order.  These were detailed regulatory codes 
drawn up by Brother William de St. Estène (Commander of Cyprus 1287-90) at the close 
                                                        
187 Riley-Smith, Knights of St. John, p. 46. 
188 Riley-Smith, Knights of St. John, p. 49. 
189 Riley-Smith, Knights of St. John, p. 52. 
190 While the Hospital’s Chapter General met at regular intervals, it did not meet annually like the Chapter 
General of the Cistercians.  See H. Nicholson, The Knights Hospitaller (Woodbridge, 2001), p. 69. 
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of the thirteenth century, which were concerned with both the daily life and general 
obedience of the Hospital’s international collective of brethren.191 
 
2.2 Documentary Evidence Regulating Seals 
Rule of the Temple 
The Rule of the Temple does not prescribe the visual imagery that should appear 
on the order’s seals. The Rule likely post-dates the manufacture of the order’s first seal in 
the early twelfth century, because the language of the Rule suggests that the audience was 
already familiar with the appearance of the seal.  The seal is referred to only generally as 
the “silver seal,” which is a reference to the seal’s material make-up: a lead bulla that is 
silver-gray in color.192  Lead bullae were used for sealing the documents of the Temple in 
the Latin East, as well as of the Hospital and the Kings of Jerusalem.  In fact, bullae were 
part of a very specific tradition.  Used by popes and emperors to authenticate writ, they 
had a powerful and established visual currency in the medieval Mediterranean well 
before the period of the Crusades.  It is therefore fitting that the Christian kings of the 
Latin East and these powerful religious-military foundations wanted to insert themselves 
within this tradition.  
According to the Hierarchical Statutes of the Rule, this seal, the Great or 
Common seal of the order, was used by the Master of the Temple in the Holy Land.  
Importantly, the Seneschal of the Temple was required to “carry the same seal (bolle) as 
the Master.”193  As the second ranking officer of the order, he took the place of the 
                                                        
191 King, Rule, p. 149. 
192 Upton-Ward, 74.234: “And so he should not carry the piebald banner, nor the silver seal, nor take part in 
the election of a Master.” 
193 Upton-Ward, 44.99. 
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Master when the Master was absent and thus had the power to authenticate documents 
with the same authority (i.e., seal) of the Master.  Importantly, when the Master died the 
Marshal of the Convent of the Temple in Jerusalem and the Grand Commander of the 
Kingdom of Jerusalem served as the interim governors of the order, not the Seneschal, 
until a new Master was elected.194  The statutes thus state that from the time of the 
Master’s death, the Grand Commander “should carry the Master’s seal and issue all the 
commands of the house in place of the Master until such time as God has provided the 
house with a Master and governor.”195  The Grand Commander of the Kingdom of 
Jerusalem, the Marshal and the Commanders of the Antioch, Tripoli and the City of 
Jerusalem together would organize an assembly of twelve brothers for the election of a 
new Master.  
While the Hierarchical Statutes do not identify the other seal holding officers of 
the Temple, it is clear that all of the commanders of the Temple’s provincial houses 
carried seals.  This included the Commanders of the lands of Tripoli and Antioch in the 
Latin East and the Commanders of France, England, Poitiers, Aragon, Portugal, Apulia 
and Hungary in the West.  Additionally, Visitors of the order, who were sent by the 
Master and convent to visit the provincial houses, also carried seals.  Hierarchical Statue 
88 stipulates that if the Master and the convent recall a Visitor or commander appointed 
                                                        
194 The officers of the Temple loosely by rank are: the Master; the Seneschal, who takes the place of the 
Master when he is absent; the Marshal of the Convent of the Temple [in Jerusalem], who commands the 
arms of the house as well as all sergeant brothers and men-at-arms; the Commander of the Kingdom of 
Jerusalem, who is the treasurer of the convent; the Commander of the City of Jerusalem, who commands 
ten knights to lead and protect pilgrims and also protects the True Cross during transport; the Commanders 
of the lands of Antioch and Tripoli; the Draper, who provides the brothers with clothing and bedding; the 
Commanders of the Provincial Houses; the Commander of the Knights, who is under the command of the 
commander of the land; the Knight Brothers and Sergeant Brothers; the Turcopolier; the Under-Marshal, 
who acts as Marshal when the Marshal of the Convent is absent; the Standard Bearer; and the Infirmarer 
Brother, who cares for the sick and ageing brothers.  See Upton-Ward, pp. 39-66, statutes 77-197. 
195 Upton-Ward, 68.204. 
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by the Chapter General, he is dismissed and should send [his] seal and treasury to the 
Master and the convent. 196  The brothers of his house were no longer under his authority.  
Two additional statutes in the section, “Further Details on Penances,” also provide 
information on the seals of the commanders of the provinces, in particular on what to do 
with the seals when a commander dies.  Statute 578 states that upon the death of the 
commander, the second in command and a small group of trusted officials should collect 
all of the commander’s equipment, place it in a bag and then seal the bag with the seals of 
the officers in attendance.  The seal of the dead commander also should be sealed within 
the bag, and the bag should then be sent to the Master along with locked chests 
containing the commander’s other jewels, gold and silver.197  This same basic protocol 
was prescribed should a Visitor die while in the provinces: “…his bags should be taken 
and his seal put inside, and all of his small jewels that may be put there, and they should 
be sealed with the seal of the [interim] commander and the other commanders (present 
officers), and sent to the Master.”198  These statutes indicate a general anxiety about the 
misuse of the seals and personal possessions of a high-ranking, deceased member of the 
Temple, especially in the provincial houses of the order where the Master had only 
limited reach.  Interestingly, they also reveal that the seals were not necessarily destroyed 
and were certainly not buried with the commanders upon their death but were sent to the 
central body of the order: the Master and the convent in the Latin East.  
                                                        
196 Upton-Ward, 41.88.  The text of the statute refers to this seal as “the seal,” which prompted Upton-Ward 
to identify it as the lead or silver seal of the Master (see Upton-Ward, p. 41, n. 88.1).  Clearly, this line of 
text is referring to the seal and treasury of the dismissed officer, which, based on the sigillographic 
evidence, was not the same as the lead bulla used by the Master. 
197 Upton-Ward, 149.578. 
198 Upton-Ward, 150.579. 
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The remaining statutes in the Rule of the Templars pertaining to seal usage are 
concerned with the removal of seals from brothers who have broken the rules of the order 
and the punishment of brothers who have broken or defaced the seal of one of the order’s 
officials.  Statue 234 in the section of the Rule dedicated to Penances states that if a 
brother lays his hand on another brother out of anger or wrath, he should not keep his 
habit nor should he be able to carry the banner or the silver seal.199  This same 
punishment was also used for a brother who was proven to have had a carnal relationship 
with a woman: “He should not keep his habit and he should be put in irons.  And he 
should never again carry the piebald banner or seal, nor should he have brothers under his 
command, or be involved in the election of a Master in such a way that he is one of the 
thirteen electors.”200  The seals of the order clearly belonged to the office, not the office-
holder who could be stripped of the seal by the authority of the convent, that is, the 
corporate body of the order.  A brother could also lose his habit by defacing the seal of 
the Master, as stated in Statue 459, which decrees simply that if a brother breaks the 
Master’s seal, he should not keep his habit. Additionally, it states that if any brother 
breaks the seal of the man who takes the place of the Master, his habit may be taken away 
for the same reason, although this fault was not as serious.201  This statute was 
paraphrased in the section Further Details on Penances (statute 598): “The sixteenth 
[offence for which a brother loses his habit] is if a brother breaks the seal of the Master or 
of the one who is in his place without permission of the one who may give it, he may not 
                                                        
199 Upton-Ward, 74.234. 
200 Upton-Ward, 120.452.  These punishments were also included as general punishments in the text of the 
Holding of Ordinary Chapters: “No brother who has lost his habit through wickedness should ever carry the 
seal or the purse of the Temple, nor should he nor may he be a commander of knights, nor carry the piebald 
banner, nor have brothers under his command…”  Upton-Ward, 126.478.  
201 Upton-Ward, 121.459.   
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keep his habit.”202  The interesting component of this statute is actually the allusion to a 
figure in the order with the authority to grant permission for the breaking of the Master’s 
seal.  Unfortunately, the statutes do not specify who had the authority to break a Temple 
seal or under what conditions a seal was broken. 
 
Rule, Statutes and Customs of the Hospital 
Within the extant corpus of Hospitaller statutes, there are over a dozen entries that 
provide information on seal usage and regulation during the years 1176-1310.  While 
details on the visual or pictorial content of the seals is not much of a feature in the 
surviving statutes, they offer a wealth of information about the practical uses, symbolic 
functions and hierarchical significance of the Hospital’s seals.  Additionally, in the 
middle of the thirteenth century, the Hospital’s seals were inventoried in a document 
known as Cit dit des bulles que le Maistre et les autres baillis del Hospital bullent, which 
was drawn up and included in an Old French manuscript of the statutes before 1278.203  
The inventory lists seventeen items, each of which identifies the office and the 
appearance of the seal associated with the office, usually including a brief description of 
the pictorial symbol on the seal and the color of the wax that should be used with it.  The 
list seems to be incomplete, however, as it does not have an entry for the Prior of the 
Hospital in England, who certainly had a seal with very specific iconography in the 
thirteenth century, nor does it record the seals used by the Italian priories, for example.                                                         
202 Upton-Ward, 155.598. 
203 King, Seals, Appendix A, p. 127.  This document was included in a manuscript of the Statues of the 
Order dated to the end of the thirteenth century, probably before the institution of the Conventual Bulla in 
1278, since it makes no mention of it: Bibliothèque nationale, francais 6049, ff. 298-99.  The text in its 
original Old French is published in J. Delaville Le Roulx, “Note sur les sceaux de l’ordre de Saint Jean de 
Jérusalem,” Mémoires de la Société nationale des Antiquaires de France, 5th series, 1 (1880), pp. 52-87; 
reprinted in Mélanges sur l’ordre de S. Jean de Jérusalem (Paris, 1910), p. ix. 
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The earliest mention of the Hospital’s common seal is in the 1176 statutes of 
Brother Jobert, which stipulates that the charter (i.e., the statute) itself be sealed with the 
Hospital’s seal, so that the gift, in this case bread for the poor, may be “established and 
unaltered forever.”204  Of course, the statute was referring to the lead bulla of the order, 
although the seal is not described in these terms until the records of the Chapter General 
of 1262 noted that the statutes for that year were “sealed with the seal in lead of the 
House.”205  The lead seal of the Hospital was also known as the Master’s seal.  The 
statutes of Brother Alfonso of Portugal, also known as the Statutes of Margat (1203-06) 
suggest that the Master of the Hospital would have had personal possession of this seal, 
as it was decreed that if the Master was sick unto death he should summon his most 
trusted brother and entrust his seal to him.  Upon the death of the Master, the brother was 
required to go to the Convent and hand over the seal.  Once the seal was “delivered up” 
to the Chapter, the Chapter General was assembled, the seal was set before the members 
(i.e., it was put on display), and the Grand Commander was invested with the authority of 
the Master until the election of a new Master could take place.206  The statute however 
does not indicate that the Master’s seal was actually given to the Grand Commander at 
this time, just that it was returned to the Chapter General for display at the meeting 
seemingly in lieu of the Master himself – as a seal with no body.  Notably, the Grand 
Commander, an official elected by the Master and Convent, sealed with the seal of the 
                                                        
204 King, Rule, p. 30. 
205 King, Rule, p. 53. 
206 King, Rule, pp. 45-46.  There was also anxiety about the misuse and perhaps theft of seals when lesser 
members of the order were “sick unto death.” The Judgments (esgarts) state that any brother close to death 
should deliver his seal to another brother, but should the receiver of the seal not turn the seal over to the 
Chapter, he would be subject to Quarantaine (40 days of penance), which was the most severe punishment.     
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Master in wax.207  The Master’s seal in wax featured a half-figure depiction of the Master 
with his name recorded in the legend.208  Statute 12 of the Statutes of Margat states that 
once the Grand Commander was elected, he was given the seal of the Master in wax, 
which “he sealed with in all places where the Master was absent.”209  Also according to 
the Statutes of Margat, the Treasurer of the Hospital had the authority to seal in the name 
of the Master with the Master’s seal in wax.210  The display of the Master’s seal after the 
death of a Master was perhaps more about absence than presence, indicating that the 
actual authority of the seal was bound to the office of Master not the individual officer.  
The Master of the Hospital was increasingly understood as an elected official 
under the jurisdiction of the central Convent, certainly by the thirteenth century when this 
particular statute was recorded.  In 1278 a statute was passed at the Chapter General that 
reflects this increasing diffusion of central authority within the order.  It required the 
creation of a seal in the name of the Master and Convent, a seal that is known as the 
Conventual Bulla or Great Seal of the Convent.  This seal was used by the Convent on 
deeds of gifts made in perpetuity or for life to individuals or other organizations as well 
                                                        
207 The officers of the Hospital loosely by rank are: the Master; the Grand Commander of the Latin East, 
who takes the place of the Master when he is absent; the Grand Commander of the West; the Marshal; the 
Hospitaller, who is in charge of all medical aspects of the order; the Commander of Cyprus; the 
Commander of Armenia; the Castellan of Margat; the Castellan of Le Crac; the Drapier; the Treasurer; the 
Infirmarian; the Prior of St. Gilles, who is the most important prior in the West; the Priors of the houses in 
the West (e.g., France, England, Navarre, Castile, Catalonia); the Commanders and Castellans of the lands 
in the West. By the thirteenth century, the central Convent was governed by eight officers, referred to as the 
conventual bailiffs, who served just under the Grand Master: the Conventual Prior, who was the chief 
chaplain of the central order; the Grand Commander, second-in-command and in charge of the general 
administration of the eastern properties; the Marshal, in charge of the military administration; the 
Hospitaller, in charge of the welfare of patients; the Drapier, in charge of clothing the brothers; the 
Treasurer; the Admiral, who managed the fleet; and the Turcopolier, who commanded the mercenaries. 
208 Three Masters’ seals in wax survive: Seal of Garin de Montague, 1207-28 (Paris, Archives nationales D 
9881); Seal of Hugh Revel, 1258-77 (Paris, Archives nationales D 9882); Seal of Elyon de Villeneuve, 
1319-46 (Paris, Archives nationales D 9884). 
209 King, Rule, p. 51. 
210 King, Rule, p. 52. 
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as on all sales or exchanges that were made by the Convent and Master in council.211  
This seal did not replace the Master’s seal, however, it was used in place of or with the 
Master’s seal depending on the document: “the Master’s seal…whether of lead or wax be 
also binding and obeyed.”212  Interestingly, in the fourteenth century, the authority of the 
wax seal was questioned.  In 1378, Master John Ferdinand d’Hérédia was taken prisoner 
by the Turks, and so documents produced during this period were sealed with the 
Master’s seal in wax rather than the seal in lead.  The authenticity of these documents 
was questioned, especially in western Europe, and the gifts or deeds that they contained 
were not ratified or put into execution: “those who had been granted the graces suffered 
great troubles and difficulties.”213  Therefore, it was decided that a lead seal should be 
made for the interim Master, under the authority of both him and the Convent, and that all 
letters and deeds sealed with this new lead seal were binding.  Upon the return of the 
Master, in this case John Ferdinand d’Hérédia, this seal was to be destroyed (broken) 
before the assembly, but all documents previously sealed with the temporary seal would 
still be valid.214  This is the only Hospitaller record that mentions the breaking of a seal in 
any context. 
In addition to the seals of the Master and Grand Commander, the statutes also 
refer to seals of lesser officers of the order, although not in visual terms.  It is clear that 
both the Marshal and Hospitaller had seals.  The second statute of the Chapter General of 
1278 prescribed that newly implemented seal of the Master and Convent be kept under 
the Master’s seal with the Treasurer, “under the seal of the Grand Commander of Acre 
                                                        
211 King, Rule, pp. 79-80. 
212 King, Rule, p. 80. 
213 King, Seals, Appendix B, p. 132 
214 King, Seals, Appendix B, p. 132. 
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and of the Marshal and of the Hospitaller.”215  Significantly, in the statutes of Brother 
William de Villaret from the Chapter General of 1302, it was decreed that no letter or 
document could be sealed with the seal (bulla) of the Convent except in the presence of 
the Grand Commander, the Marshal, the Hospitaller and the Treasurer: “No letter should 
be sealed with the said seal unless the above-mentioned should be present, and the letter 
be read before them…”216  Ci dit des bulles reveals that the Marshal sealed with a seal of 
green wax engraved with an image of a knight fully armed, and the Hospitaller sealed 
with a seal of black wax with an image of a sick man receiving victuals from a brother of 
the order.217  Unfortunately, no impressions of these seals survive to corroborate the 
inventory.  The thirty-seventh statute of the Chapter General of 1262 reveals that 
individual Infirmaries were also required to possess a seal, which was probably used by 
the Infirmaries of the hospital – a knight nominated by the Hospitaller of the order to 
oversee daily life in his infirmary.218  If a sick brother died in the Infirmary, then all his 
equipment had to be collected, bagged and sealed with the seal of the Infirmary.  The bag 
could not be unsealed except in the presence of the Master Equerry, the Infirmarian and 
the Brother of the Parmentarie, who would see that the equipment was returned to the 
appropriate officers, namely the Marshal and the Drapier.219  Cit dit des bulles does not 
record the seal of the Infirmary. 
Seals played an important role at the meetings of the Hospital’s Chapter General, 
where the office holders were required to display their seals to the assembly.  The statutes 
of Brother Revel (1268), for example, state “all the Bailiffs from this side of the sea or                                                         
215 King, Rule, p. 80. 
216 King, Rule, p. 124. 
217 King, Rule, “Appendix A,” p. 127. 
218 King, Rule, p. 63. 
219 This is repeated in the Customs.  King, Rule, p. 188. 
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from beyond, who shall come by command to the Chapter General, should hand over 
their seals and render an account of their bailiwicks.”220  The Customs (usances) of the 
Hospital decree that the officers in turn should first “deliver up his roll, which should be 
written the whole state of his House…” and should then “deliver up his seal and his 
purse” to the Chapter.221  This occurred at the beginning of the meeting of the Chapter: 
each officer, beginning with the Grand Commander and concluding with the Priors and 
Commanders of the West, was required to hand over his seal and purse and a description 
of the state of his office to the Chapter.  While the presence of the seal at the Chapter 
does indicate the status of the officer and the authority of the writ at hand, the action of 
“delivering up” the seal seems to depersonalize it by placing it under the jurisdiction of 
the Convent and Chapter.  The officer, quite literally, handed over his badge of identity – 
the symbol of his office – to a higher authority and the corporation subsumed his personal 
signification. When a new officer was elected at the Chapter General, he was summoned 
to the Master, who would kiss him and hand him the purse and the seal of the office.222 
The statutes also address the production and usage of seals for the Hospital’s 
western estates, in particular the seals of the priories.  The Hospital of St. John, in 
addition to the central Convent in the East, was organized into eight provincial nations 
called langues, or Tongues: Provence, Auvergne, France, Italy, Aragon, England, 
Germany and Castile.  Capitular bailiffs or Grand Priors, the provincial administrators in 
Europe, governed each of the nations.  Within each nation was grouped various priories, 
one of which was usually the Grand Priory of the nation, the seat of the Grand Prior.  He 
was an official who was appointed by the Grand Master and was expected to attend the                                                         
220 King, Rule, p. 77. 
221 King, Rule, p. 184. 
222 King, Rule, p. 187. 
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meetings of the Chapter General.  The priories were subdivided further into 
commanderies or preceptories.  At the commandery level, the brothers, usually twenty or 
so, lived as a typical monastic community according to the Rule.  The Prior of the nation 
appointed the Commanders, as they were directly under his authority.  In general, both 
the Priors and Commanders of the nations had seals, and the Master and Convent in the 
East regulated the use of these seals. 
The earliest mention of the Priory seals in the statutes is from the Chapter General 
of 1270.  Statute 22 stipulated that every Priory should have a seal inscribed with the 
name of the Prior, which should be kept in a box (huche) or a chest (forcier) “to which 
there should be four keys, one the Prior should keep, and the other three should be kept 
by three officers of the priory, each of them one, so the Prior should not be able to seal 
anything with the seal without the advice of the officers of the Priory.”223  This statute 
indicates that by the mid-thirteenth century the Convent had to closely direct and restrict 
the use of seals in the provincial houses of the order, which certainly stresses the 
mounting communal authority of the institution epitomized by the creation of the seal of 
the Master and Convent in 1278.  The statutes of Elyon de Villeneuve reveal that by 1337 
the Priors of the western nations were miskeeping their seals and had to be reprimanded 
at the Chapter General.  It was reinforced in the statutes that, due to the damage done to 
the order by the careless keeping and negligent use of the common seals of the Priors, the 
common seals of the houses must be kept under the seal of the Prior and of four 
prud’hommes of the Priory.  Documents, including deeds and letters, could not be sealed 
with the common seal without the collective agreement of the Prior and the four 
                                                        
223 King, Rule, p. 78. 
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prud’hommes.224  In 1420, Master Philibert de Naillac decreed that every Prior must box 
and send an impression of the Priory’s seal in wax to the Master and Convent in the East, 
in order that the Master and conventual officials were able to recognize and monitor the 
seals of the western nations.  These impressions of the Priory seals were kept in the 
Hospital’s Treasury under the seals of the Master and Convent.225  It is surprising that 
such a statute was not passed before the fifteenth century, because Cit dit de bulles 
reveals that a mechanism for keeping track of and regulating the order’s seals, especially 
in the provinces, was necessary as early as the mid-thirteenth century. 
 
****** 
 
These entries in the Rules and the later statutes represent the bulk of documentary 
evidence for the usage and regulation of seals in the military orders.  Of course, these 
records must be understood as solutions to problems, prompted by the misuse or 
unauthorized treatment of seals.  They are by no means comprehensive in their treatment 
of the appearance, function and symbolism of the orders’ seals.  While diverse in content, 
the records for both the Templars and Hospitallers emphasize the importance of the 
Master’s seal or bulla and of those high-ranking officers with the authority to seal in 
place of the Master.  The records are also clear about the material make-up of this most 
important seal: the Masters of both orders sealed with a seal in lead, which was part of a 
well-established tradition in the medieval Mediterranean.  The kings of Jerusalem, the 
kings of Byzantium (indeed, the majority of Byzantine society) and the papacy in Rome                                                         
224 King, Seals, Appendix B, pp. 130-131. 
225 King, Seals, Appendix B, p. 133. 
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sealed their documents with lead bullae rather than wax seals.226  While wholly practical, 
the heavy, metallic lead bullae must have given documents a very specific air of 
authority, stability and permanence, which the military orders valued.  Sealing with lead 
also distinguished the Master’s bulla (and later the Conventual bulla) from the rest of the 
seals used by officers in the military orders, both in the East and the West.  
Overall, the Hospital’s written records provide more contextual information about 
the use of seals than the Temple’s Rule.  Indeed, beyond the lengthy statutes dealing the 
Master’s bulla, the statutes of the Templars that pertain to seals are primarily 
prescriptive: they list improper treatments of seals and the corresponding punishments.  
For example, it is clear that the Templars had problems with the unlawful destruction of 
seals by members of the order, the punishment for which was removal from the order.  
The statutes of the Hospital of St. John, however, reveal a more complex understanding 
of the practical and symbolic functions of seals, which is expressed, for example, in the 
statutes dealing with the display of seals at the Chapter Generals.  Additionally, the 
Hospitallers’ written records indicate a strong desire to enforce hierarchy and promote the 
central authority of the international order through the regulation and documentation of 
seals.  By the thirteenth century, the Hospitallers were attempting to catalogue seals, as 
suggested by Cit di des bulles, and to control access to the seals of the central convent as 
well as those of the priories, decreeing that seals be kept under the keys of several 
officials rather than one.  Unfortunately, on present evidence, it is difficult to evaluate the 
role of seals within the Templar order beyond their practical, legal function.  The                                                         
226 On seals in the Latin Kingdom, J. Folda, The Art of the Crusaders in the Holy Land, 1098-1187 
(Cambridge, 1995); D.H. Weiss, “Hec est domus Domini firmiter edificata: the Image of the Temple in 
Crusader Art,” Jewish Art 23/4 (1997), pp. 210-217.  On Byzantine seals, J. Nesbitt and N. Oikonomides, 
eds., Catalogue of Byzantine Seals at Dumbarton Oaks and in the Fogg Museum of Art, 3 vols. 
(Washington, D.C., 1991). 
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Templars perhaps had the same protocols in place as the Hospitallers, but overall the 
Templars’ records referring to seal usage are not as sophisticated as those of the 
Hospitallers. 
 
2.3 Visual Analysis of the Seals 
Seals of the Templars 
  The earliest seal used by the Knights Templars seems to have been either a 
single- or double-sided lead seal, i.e., the Master’s bulla.  Notably, there are early 
examples of the Master’s bulla with only a single face, while other examples have 
impressions on both the recto and verso – a more standard format for metallic seals, 
closely resembling coins.  The earliest extant bulla (Paris, Archives nationales D 9858) 
dates to the rule of Master Evrard des Barres (1147-1151), third Master of the Temple 
(Fig. 16).227  The seal is round and single-sided, featuring an image of a centrally planned 
domed structure, undoubtedly the Temple, which is surrounded by a legend in Roman 
capitals: +SGIL…………+XPI DE TEPLO, which Saint-Hilaire refers to generally as 
seal type I.  The architectural representation on the seal has three constituent parts: the 
ground or arcade level which has four arched openings; the transitional level or gallery 
that separates the base from the dome; and the large, bulbous dome.  While it has been 
suggested that this is a representation of the dome of the Holy Sepulchre due to its 
circular shape, I believe it is most likely an image of the Temple itself.228  In fact, the 
depiction of the Temple on the seal generally invokes the Dome of the Rock, an 
important Holy Land building that was understood by crusaders and Jerusalem pilgrims                                                         
227 See Saint-Hilaire, p. 60. 
228 Nicholson, The Knights Templar, pp. 114-116. 
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as the Lord’s Temple (Templum Domini) due to its location on the Temple Mount (Fig. 
17).  As discussed in chapter 1, this monument was under the jurisdiction of the Templars 
after they were relocated to the Temple Mount in 1118, during the reign of King Baldwin 
II, and became an important feature of their corporate identity and self-presentation.229  
Although octagonal in plan, the Dome of the Rock certainly has the same tripartite 
elevation as the sigillographic image of the Temple, with a large, centrally planned base 
surrounded by a blind arcade, gallery transition and massive Byzantine style dome.  Of 
course, the image on the seal is reduced or abbreviated into an overly simplified 
caricature of its temporal counterpart, but it features enough elements from the original 
monument to be called a “copy,” based on Krautheimer’s criteria.  Due to the worn state 
of the impression, further comparison between this seal and the Dome of the Rock is 
difficult, but slightly later Templar bullae depict the Temple with a ribbed dome, in direct 
quotation of the ribbed dome that appears on the actual Holy Land monument.230  
Nevertheless, the domed monument on the Templar seal also could have evoked the Holy 
Sepulchre or Anastasis Rotunda for the viewer, in particular the western recipients of the 
Master’s sealed writs.  As Nicholson suggested, the image on the seal would have readily 
brought to mind the most significant building in Jerusalem, the Holy Sepulchre, which 
the Templars had been founded to serve and protect.231  The seal’s legend, however, 
frames the architectural image with the word TEMPLO, providing a textual point of 
reference for the monument.  
 By the 1160s, the Master of the Temple, Bertrand de Blanquefort (1156-1169), 
was sealing with a double-sided lead bulla now preserved in Munich (Bayerische                                                         
229 See above chapter 1. 
230 Cf. the seal used by Regnaud Vichier, Master 1250-1256 (Paris, Archives nationales D 9862). 
231 Nicholson, Knights Templars, p. 116. 
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Hauptstaatsarchiv, Kloster Waldsassen, U 7/1).  The recto of this bulla features the image 
and legend designated by Saint-Hilaire as seal type II, while the verso bears the same 
abbreviated portrait of the Templum Domini described above (i.e., Hilaire seal type I).232 
Type II depicts two knights mounted on a single horse, in stride and facing left (Fig. 18).  
While the style and execution of the image changes over time, its iconography is static; 
the two knights each wear a helmet and carry a shield and lance, perpetually ready to 
engage in battle.  The recto’s legend reads: + SIGILLVM MILITVM XPISTI, a partial 
designation that actually continues on the verso of the seal: + CRISTI DE TEMPLO, the 
text which logically surrounds the image of the domed Temple.  The two faces of the seal 
thus acts as a symbolic double portrait, with an image of the knights on the recto and the 
temple on the verso.  The image of the two knights on a single horse has been interpreted 
in two primary ways. First, it could represent the poverty of the order: the brother-knights 
took their vow of poverty to such extremes as to share horses.  Notably, the Rule of the 
Temple states, “Two brothers should not ride on one horse.”233  This statute actually 
could indicate that at an early stage of the order’s development it was common practice 
for two brothers to ride on a single horse, but this practice clearly was abandoned.234  
Also, as Yves Metman has pointed out, each member of the order was permitted to have a 
horse (often multiple horses and/or mules) along with a number of the order’s servants, 
therefore making this poverty reading problematic.235  The Templar’s Rule (i.e., the 
Hierarchical Statues), however, constantly stresses brotherhood; in particular, it mandated                                                         
232 Saint-Hilaire, p. 58. 
233 Upton-Ward, 103-104.379. 
234 This is perhaps ironic considering that the average price of a horse tripled between 1140 and 1180, and 
had doubled again by 1220.  Barber, New Knighthood, p. 231; R. Fossier, Peasant Life in the Medieval 
West, trans. J. Vale (Oxford, 1988), pp. 140-41.  Of course, the Rule of the Temple is very specific about 
the careful care and maintenance of the knights’ horses. 
235 Metman, pp. 82-83. 
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companionship for the high officials of the order.  The officials were often prescribed 
one, if not two, brother knights as personal companions.  For instance, the Master had 
two knight brothers as companions, and the Seneschal had one knight brother as a 
companion.236  As the Rule clearly outlines and the Master’s bulla visually reinforces, the 
life of a Knight Templar in the Latin East was not a solitary monastic one but rather it 
was a life of camaraderie, brotherhood and companionship, marked by a singular 
common goal: to protect the Holy Land.237      
 As discussed in chapter 1, the Templars began acquiring property outside of the 
Holy Land throughout central and western Europe fairly soon after their foundation, the 
revenues of which ideally helped support the costly military operations in the Latin East.  
It thus became impossible for the masters of the central convent to supervise directly the 
numerous subject houses and western members.238  By the middle of the twelfth century, 
the Templars (as well as the Hospitallers) established a provincial system of government 
that grouped the convents within districts or provinces, all of which varied greatly in size 
and number and many of which required a common or corporate seal.239  In the twelfth 
century, the Templars had seven major provinces with motherhouses in western Europe: 
France, England, Poitou, Aragon, Portugal, Apulia and Hungry.  With the exception of 
Portugal, common seals survive for all of these houses.  One house in each province                                                         
236 Upton-Ward, 39.79; 44.99 
237 This emphasis on companionship among the knights of the Templar order could be related to the so-
called “cult of male friendship” cultivated at both schools and courts from the early Middle Ages on.  See 
C.S. Jaeger, The Envy of Angels: Cathedral Schools and Social Ideals in Medieval Europe, 950-1200 
(Philadelphia, 1994), pp. 103-106, who notes, drawing from Cicero’s De amicitia, that “friendship and love 
were a form of respect, and an atmosphere of loving friendship was the visible or palpable sign of the virtue 
and high merit of the men who lived in it.”   
238 Forey, Military Orders, pp. 148-149. 
239 There are cases, of course, of convents without a common or corporate seal – documents produced at 
these houses seemed to have been sealed with the personal seal of the leader of the house (provincial 
master, prior, commander, preceptor, etc., depending on the type of house and the order) rather than a 
corporate seal.  Cf. Forey, Military Orders, p. 165. 
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served as the administrative center, where records were kept and the treasury based as, 
for instance, in London and Paris.240  The earliest extant common seals are from the 
Templar provinces in France and England.  They date to the middle of the twelfth 
century.  Both provincial seals are static, bearing the same, singular image for the entire 
history of the Templar order, although the French seal was used with a unique 
counterseal in the thirteenth century.   
The earliest French seal, used by Geoffrey Fulcher (1171) and measuring only 25 
mm., depicts a highly stylized building with four arched doorways (two large doors in the 
middle, flanked by two smaller, lightly rendered doors on each side) and a steeply pitched 
roof rendered as a series of stacked chevrons (Fig. 19).  Is this simplistic edifice meant to 
represent the Lord’s Temple or the Holy Sepulchre?  The legend of the French seal, in 
Roman capitals, records: + MIL. TEMPLI. SAL (Knights of the Temple of Solomon), 
generally referring to the Templar barracks on the Mount (the so-called Temple of 
Solomon) rather than the Templum Domini, as referenced in the legend of the order’s lead 
bullae produced in the Latin East (compare Fig. 16).  Of course, as previously discussed, 
it is from their dwelling place that the order ultimately received its name(s): “the poor 
fellow soldiers of Christ and of the Temple of Solomon” (Pauperes Commilitiones 
Christi et Templi Salomonis) and later as the “Knights of the Temple of Solomon of 
Jerusalem” (Fratres Militiae Templi Salomonis Ierusalem).241  Again both the seal legend 
and image suggest ambiguity regarding the symbolism and understanding of Jerusalem 
buildings in the West, particularly in relation to the corporate identity of the military 
                                                        
240 Nicholson, Knights Templar, p. 119; Forey, Military Orders, p. 155. 
241 Parker, Knights Templars in England, p. 2. 
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orders.  Bernard of Clairvaux in his In Praise of the New Knighthood indicates flexibility 
between Christological and Solomonic buildings in the Holy Land:   
“The Knights of the Temple] are the picked troops of God, whom he has 
recruited from the ends of the earth; the valiant men of Israel chosen to 
guard well and faithfully that tomb which is the bed of true Solomon, each 
man sword in hand, and superbly trained to war [emphasis mine].242 
 
Therefore, like the Templar’s round churches constructed in western Europe, the 
architectural images on their seals could reference several Jerusalem sites simultaneously 
(the tomb of Christ, the Temple of Christ, the Temple of Solomon, etc.), allowing single 
images the embody to whole of the Templar’s jurisdiction in the Latin East.  The building 
represented on the French seal does appear to be centrally planned: the engraver included 
four arched doorways, rendering the two outside doors smaller than those in the center, 
indicating that the doors are following the curve of the form and are wrapping around the 
building.  The French seal is likely referencing the image of the Temple on the Master’s 
bulla (compare Fig. 16), which also features four arched openings, although the French 
seal was executed in a cruder or simpler manner.  Indeed, it was common for a provincial 
branch of a military order to emulate the seal of the primary central convent.243  The 
French seal, with its stylized architectural image, was used from the twelfth century until 
the suppression of the order in 1307 without change.  While it is difficult to determine 
based on the evidence of the plaster casts in the Archives nationales, it is even feasible 
that all extant seal impressions from the French house were produced with a single 
matrix.   
                                                        
242 Bernard of Clairvaux, “In Praise of the New Knighthood,” in The Works of Bernard of Clairvaux, Vol. 
7, trans. C. Greenia (Kalamazoo, MI: Cistercian Publications Inc., 1977), p. 141. 
243 See below: the seals of the French and English Hospitallers. 
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In the thirteenth century, perhaps in response to a call for increased security when 
authenticating documents, the Master of France began using a counterseal, impressed on 
the back of the house’s common seal.  An impression of the counterseal survives, for 
example, on the verso of Archives nationales D 9860, used by brother André de Coloors 
on a charter dated October 1214, and on the verso of Archives nationales D 9861, used by 
brother Olivier de la Roche on an action passed in 1225 (Fig. 20).244  The counterseal 
features an image of Abraxas, a cock-headed/snake-tailed deity, most likely produced 
from an antique Greco-Roman gem or amulet – certainly an apotropaic object that 
probably dates to the 3rd – 4th century.245  An elusive deity historically, Abraxas was 
associated with Gnostic beliefs and the magical practices of early church fathers but was 
not often visually depicted in western Christendom.  An early sixteenth-century lapidary, 
however, records that the figure would aid the owner in victorious battle while also 
protecting him against poison.  The Abraxas image does appear on amulets produced in 
late antiquity, such as the fabulous hematite and gold amulet now in the Walter’s Art 
Museum of Mithras Slaying the Bull (recto) and the God Abraxas (verso), very roughly 
dated to the 3rd or 4th century (Fig. 21).246  Like Abraxas on the Templar counterseal, the 
figure on the Walter’s amulet holds a whip or flagellum and is accompanied by the letters 
IAW (iota, alpha, omega), the divine name of God (YHWH) transliterated into Greek.247 
There is also evidence that there was a demand for Abraxas gems in the mid-twelfth 
century; an Abraxas appeared on a signet ring belonging to Bishop Seffrid of Chichester                                                         
244 Saint-Hilaire, pp. 77-78, p. 80. Other examples: Paris, Archives nationales, J 731, no. 23; S 2155, no. 
40; J153. Lille, Archives du Nord, Chambre des comptes, B 1359/423. 
245 It was also common for engraved stone matrices used in the Middle Ages to be copies of antique gems 
rather than originals; however, even with the gemstone matrix survives, it is difficult to determine its age.  
See Harvey & McGuinness, p. 14. 
246 Baltimore, Walter’s Art Museum, Roman Art, Accession Number 42.868. 
247 See R. Bauckham, New Testament Theology: The Theology of the Book of Revelations (1993), pp. 27-
28. 
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Cathedral and on the secretum of the Archbishop of Rouen (1168-84).248  The 
iconographic content of the seal might not be the point, as many extant antique gems used 
as counterseals in the Middle Ages featured inappropriate or obscure imagery, more or 
less unrelated to the status or identity of the sealer.  For example, Thomas Becket, 
Archbishop of Canterbury (1162-70), had an intaglio showing Mercury or Mars, nude 
except for a helmet, and Robert Wishart, Bishop of Glasgow (1273-1316), used one with 
a nymph leaning against a giant phallus.249 Some gems had legends that gave a pagan 
subject a Christian persona.  The Templar’s seal has the legend: + : SECRETVM : 
TEMPLI :, Secret [Seal] of the Temple.  A secret seal is similar to a privy or private seal, 
which was usually carried on the sealer for the immediate authentication of documents.  
Unfortunately, it is difficult to discern a systematic pattern of usage when it comes to 
privy or secret seals; indeed, the precise meaning of the term secretum itself is 
ambiguous.250  It does seem likely that this particular secret seal belonged to the office of 
the Master rather than a particular Master: several consecutive Masters of France used the 
Abraxas seal in the first half of the thirteenth century and the legend notably does not 
include the name of an individual.  Overall the pictorial content of this seal should 
probably be understood as nonspecific, although the image of Abraxas should be 
understood as representative of contacts with the East, perhaps meant to evoke the 
Templars’ origins in the Holy Land.251  Granted, with the inclusion of the symbolic letters 
                                                        
248 M. Henig, “Archbishop Hubert Walter’s Gems,” British Archaeological Association Journal CXXXVI 
(1983), p. 59; G. Demay, Des Pierres gravées employees dans les sceaux dy moyen-áge (Paris, 1877), no. 
338. 
249 Harvey & McGuiness, p. 70. 
250 Harvey & McGuiness, p. 71. 
251 Martin Henig has noted, however, that there is evidence that particular materials and pictorial devices 
found on antique gems could be meaningful to medieval owners/sealers.  An image of Mars cut on jasper, 
for example, made the owner successful and defended him from death and drowning.  Henig, pp. 56-61. Cf. 
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AW (alpha, omega), the secret seal taps into a common language of Revelation-based 
imagery found on other key military seals, including the corporate seal of the English 
Templars.   
The Temple in England, instituted around 1128, did not select a seal design that 
was visually related to the Master’s bulla, nor does their common seal reference the 
French common seal.  Unlike the Hospital of St. John in England, which was under the 
jurisdiction of a French house, the Priory of St. Gilles, until the late twelfth century, the 
Temple in England seems to have been established as a fairly autonomous unit, only 
under the authority of the central convent in the Latin East.   
It does not necessarily follow that the English order’s seal design was inventive or 
unique.  The English Templars used a seal engraved with one of the most ubiquitous 
images in medieval art and, indeed, in the known sigillographic visual repertoire: the 
Lamb of God or Agnus Dei, often bearing the Banner of the Resurrection (Fig. 22).  The 
Lamb Triumphant was certainly a common feature of ecclesiastical emblems, including 
seals.252  In her study on Christocentric personal seals from England and Wales, Elizabeth 
New found that the Lamb of God was the most frequently used design; of the 300 
Christological seals that she examined, 128 featured the Lamb of God, followed in 
popularity by the Pelican in its Piety depicted on 69 seals.253  The Templars used the 
Lamb of God from their foundation in England until their suppression in the early 
fourteenth century.  It is difficult to determine what prompted the knights to select this 
particular image to represent them as a military-religious corporation. By the early                                                         
T. Wright, “On Antiquarian Excavations and Researches in the Middle Ages,” Archaeologia XX (1844), 
pp. 438-51; J. Evans, Magical Jewels of the Middle Ages and Renaissance (Oxford, 1922), pp. 95-109. 
252 W.C. Jordan, “The Lamb Triumphant and the Municipal Seals of Western Languedoc in the Early 
Thirteenth Century,” Revue Belge de Numismatique CXXIII (1977), pp. 214-219. 
253 New, p. 49. 
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thirteenth century, the Lamb of God was more often found on seals used by the laity than 
the clergy, but the English Templars’ seal marks an early use of the image in a 
sigillographic context; the Templars were using the Agnus Dei seal by at least the 1160s.  
The earliest extant Templar seal from England is still affixed to a charter 
(London, BL Harley Charter 86 C. 63) from Master Richard of Hastings (1155-1185), the 
third Templar Master of England.  A mottled brown wax seal measuring 23 mm., the 
center of the seal features the Agnus Dei, standing facing left with its head turned back 
towards the cross-tipped staff and banner that it carries.  This iconography remains static 
over the course of the twelfth and thirteenth centuries, varying only in the direction in 
which the Lamb faces.  In the next seal, used by both Master Geoffrey Fitzstephen (1185-
1195) and Master Robert de Neuham (1195-1200), the Lamb faces right.254  Master 
Emery de Sainte-Maure (1215-1219) clearly had a new matrix engraved, but again the 
Lamb faces right.255  Indeed, the Lamb faces to the right in all of the remaining known 
examples of the seal.  This, however, probably had little to no effect on the meaning or 
symbolic content of the seal.256  The Agnus Dei, as a pictorial sign, had flexible meanings 
in the Middle Ages.  The image itself was drawn from the Book of Revelation (5.1-13) 
and was often featured in Apocalyptic cycles, but the Lamb of God was also associated 
with Christ’s sacrifice (John 1.29): “The next day, John saw Jesus coming to him; and he 
saith: Behold the Lamb of God.  Behold him who taketh away the sin of the world.”  It is 
this sacrificial content of the image that must have appealed to the English Templars. 
Indeed, Bernard of Clairvaux suggested that the “theology” of the Knights Templar was                                                         
254 Saint-Hilaire, p. 83. Both Masters used the same matrix.  See London, Westminster Abbey Muniments, 
No. 13752; London, National Archives L 2348; London, Westminster Abbey Muniments, No. 13436. 
255 London, National Archives E 42/48.   
256 In her study on the personal seals, New notes that the seals with the Lamb facing left slightly outnumber 
those with the Lamb facing right, but she rightly does not attach any meaning to this fact.  New, p. 49. 
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based upon an ideal of self-sacrifice, the sacrifice of one’s life for Christ, for 
Christendom: “Should he [a Templar] be killed himself, we know he has not perished, but 
has come safely home.  The death which he inflicts is Christ’s gain, and that which he 
suffers, his own.”257  Notably, by the middle of the thirteenth century, this ideal was 
forcefully extended in crusade propaganda and the liturgy to describe all crusaders.258  
From their foundation, the Knights Templar embodied these Christological crusader 
ideals, and the English Templars certainly fashioned themselves in the sacrificial image 
of Christ by sealing their writ with the sacred image of the Agnus Dei.  The militant 
Lamb of God also embodied ultimate victory and glory, and thus was an appropriate 
emblem of the crusade movement in general and the Templars in particular.259  The 
Agnus Dei, in fact, was the most commonly used image on Templar seals in the West: the 
image also appeared on the seals of the Masters of Aragon, the Preceptors of Provence, 
and the personal seal of brother Robert Paiart, Preceptor of Normandy.260  
The legend of the English Templars’ seal also remained the same and was 
markedly simple: + SIGILLVM TEMPLI (the Seal of the Temple).  The seal never 
included the name of the Master nor did it locate the branch of the order geographically, 
i.e., in Anglia.  Thus, neither the French nor the English houses of the Temple were 
required to include the name of the province on theirs seals.  Also, the legends on their 
seals indicate corporate or common status by omitting the office or name of the Master of 
the house.  This allowed a single matrix to be used by several generations of Masters.                                                           
257 Bernard of Clairvaux, “In Praise of the New Knighthood,” p. 38. 
258 Maier, Crusade Propaganda, p. 60. 
259 See Jordan, “Lamb Triumphant,” p. 218. 
260 Saint-Hilaire, p. 165.  Seal of Fulcon de Montpezat, Master of Aragon, 1224 (Marseille, Archives des 
Bouches-du-Rhône, O.M., Lorgues, 5); Seal of Roncelin de Foz, Preceptor of Provence, 1269 (Paris, 
Archives nationales, J 732, no. 78) and Pons de Broset, Preceptor of Provence, 1284 (Marseille, Archives 
des Bouches-du-Rhône, O.M, vid. 6); Seal of Robert Paiart, Preceptor of Normandy, 1248-1261 (Caen, 
Archives départementales du Calvados, Abbaye d’Aunay, liasse H 1194). 
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On occasion, an English Master might have used a personal seal or counterseal in 
conjunction with the common seal to express his own identity or authority, although 
evidence from surviving seals suggests that this was not a regular practice.  On the verso 
of the standard English Templar seal attached to Harley Charter 83 C. 39 from 1304, 
there is a signet style counterseal: a bearded portrait bust, facing right.  This counterseal 
was used by brother William de la More, Master of the Temple 1298-1307 (the last 
English Master) and was possibly his personal seal, although the legend is inscribed: * 
TESTIS SVM AGNI, referring to the sealer’s generic status as a witness not his actual 
identity.  Of course, by this date, nearly every member of medieval society had a personal 
seal, and William de la More’s imprinted bust was perhaps a remnant of his identity 
before becoming Master of the Temple, although most personal seals produced in 
thirteenth-century England had a legend naming the owner.261  At the close of the 
thirteenth century, however, anonymous seals, without the owner’s name, started to come 
into general use with legends referring to the seal’s role in closing a letter – “Frange lege 
tege” (break, read, conceal) and so on.262  Interestingly, William’s predecessor, Guy de 
Foresta (1293-1296) used his personal seal on the document declaring his appointment as 
Master of the Temple in England, an armorial seal with an eagle in a roundel displayed 
above two crescents and a sun flanked by two stars.263  The appearance of personalized 
embellishments or signifiers on Templar seals was nevertheless incredibly rare.   
In sum, all of the Templars’ seals were standardized early in the international 
order’s development and did not change over time, including the seals produced in 
                                                        
261 Harvey & McGuiness, p. 80. 
262 Harvey & McGuiness, p. 88. 
263 Seal of Guy de Foresta, 1293-94 (London, National Archives E 212/131).  The legend of this rather poor 
impression is unreadable. 
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western Europe.  For all intents and purposes, these were corporate seals; they usually did 
not include the names of the sealers in the legends nor did they feature personalized 
imagery.  While the French Templars chose to fashion their common seal in the image of 
the Grand Master’s bulla, the English knights selected one of the most ubiquitous 
Christological images in the sigillographic repertoire as their corporate image.  The 
image of the Agnus Dei, the sacrificial lamb, however, perfectly reflected the 
(ideological) sacrifice of the knights of Christ and the promise of their personal salvation.  
 
Seals of the Hospitallers 
The first seal instituted by the Order of the Hospital of St. John of Jerusalem was 
the lead bulla of the Master, the original Great or Common Seal of the order.  The seal, 
with only slight modifications, was used for the entire history of the order (Fig. 23).  The 
Master’s seal is circular in shape, generally with a diameter of 1-½ inches.  Double-sided, 
it features pictures and legends on both the obverse and reverse, much like a coin.  On the 
obverse, the Master kneels in prayer before a patriarchal cross, which is usually 
accompanied by the sacred letters α (alpha) and ω (omega).  The patriarchal or double-
beam cross embodied the Crucifixion; Christ’s body was affixed to the lower crossbeam, 
and the upper crossbeam bore the plaque with the initials INRI, IESVS NAZARENVS 
REX IVDAEORVM.264  Over the course of the thirteenth and fourteenth centuries, the 
seal was slightly modified.  For example, on the earliest seals the Master kneeled to the 
right before the cross while on later seals he faced left.  Also, the patriarchal cross 
became larger and more defined, with a round knob or ornamental foot for the base, 
which gave it the appearance of an altar cross, a liturgical object.  This is evident, for                                                         
264 John 19.19. 
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example, on the bulla of Roger de Molin (1177-87) on London, Harley Charter 43 I. 38, 
and the bulla of Geoffrey de Donjon affixed to a charter now in Paris dated January 1193 
(see Fig. 23).265   
This image type, which features the suppliant figure of the seal-user within the 
design, was common on both private seals and seals of office with religious iconography; 
such seals are referred to as seals of devotion.266  The devotional content is ultimately 
Christological; the patriarchal or Latin cross with two crossbars was representative of the 
Cross of the Crucifixion, while the alpha and omega refer to the Second Coming, the Last 
Judgment.  A legend with the Master’s name followed by an official designation 
CVSTOS, guardian or keeper of the order, surrounds the Christological image.  For 
example, the legend inscribed around Roger’s effigy was: + RO[GERI]VS CVSTOS.  
Notably, the Master’s name was written in the nominative case, which was also used in 
the later legend of Geoffrey’s bulla: + GAVFRIDVS CVSTOS.  Seal legends commonly 
referred to the sealer in the genitive, indicating his/her possession of the seal, i.e., seal of 
Roger.  In the instance of the early Hospitaller seals, however, the legend actually 
identified the imaged figure, thereby reinforcing his personal presence in the seal.  On 
later seals, the legend became even more specific, as the name of the Master was 
generally preceded by the word FRATER, and the title CVSTOS was followed by the 
word PAVPERVUM.267 
The reverse of the Master’s seal shows a body lying on a bier before a tabernacle. 
The body has been interpreted in three different ways.  Birch identifies the dead body as                                                         
265 Seal of Roger de Molin, 1177-87 (London, British Library Harley Charter 43 I. 38); seal of Geoffrey de 
Donjon, Grand Master of the Hospital, 1193 (Paris, Archives nationales, D 9880). 
266 E.A. New, “Christological Personal Seals and Christocentric Devotion in Later Medieval England and 
Wales,” The Antiquaries Journal 82 (2002), p. 50. 
267 King, Seals, pp.14-15 
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that of the Lord, and the tabernacle as the Church of the Holy Sepulchre; indeed, on 
bullae from the fourteenth-century, the figure appears to have a halo, likely prompting 
the identification of the figure as Christ (i.e., Fig. 24).268  However, a halo had not always 
been an attribute of the figure (indeed, it is unclear in the extant seals, if the “material” 
surrounding the figure’s head is a halo or cloth from the shroud), and the surrounding 
legend identifies the institution embodied in the seal: HOSPITALIS IHERVSALEM.  
Other scholars have thus interpreted the seal as a representation of a patient in the 
Hospital in Jerusalem, a likely interpretation given the legend on the obverse.269  While 
the Hospital in Jerusalem no doubt restored numerous patients to health, John of 
Würzburg, a pilgrim who visited the infirmary in the 1160s, describes fifty dead being 
carried out of the Hospital each day.270  Hence, the reverse’s image may reference the 
ceremonial care of the dead and, by extension, the souls of the deceased offered by the 
religious community, rather than the medical care of the sick. 
The Hospitallers’ inventory of seals from the mid-thirteenth century, Ci dit des 
bulles, recorded that the reverse of the Master’s seal features “the body of a dead man 
before a tabernacle,” failing to identify either the figure or the location depicted on the 
seal.271  The architectural framework or canopy above it, the so-called tabernacle, was 
always rendered with three domes or spires topped with crosses, a lamp suspended from 
the central cupola of the canopy and a censer swinging into the frame over the man’s feet.  
All of these iconographic elements are clearly visible on Geoffrey de Donjon’s late 
                                                        
268 Birch, Catalogue, 6:848-857. 
269 Riley-Smith, Hospitallers, p. 25; Bedos-Rezak, “Chivalric Society,” p. 324. 
270 John of Würzburg, “Description of the Holy Land,” Palestine Pilgrims’ Text Society, 4 (London, 1896), 
p. 44. See also E.E. Hume, Medical Work of the Knights Hospitallers of Saint John of Jerusalem 
(Baltimore, 1940), pp.14-15; Nicholson, The Knights Hospitaller, p. 89. 
271 King, Seals, Appendix A, p. 127. 
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twelfth-century seal, with its bulbous Byzantine domes hovering above the tightly 
wrapped body of an obviously dead man.  Changes to the reverse of the seal were 
stylistic rather than symbolic or iconographic; over time, the rounded domes ultimately 
became pointed (i.e., Gothic) spires, and the funeral bier beneath the body increasingly 
resembled a tomb or saints’ shrine.  In his study of the seals, King dismissed any specific 
association of the architectural framework employed on the reverse of the seals with the 
Church of the Holy Sepulchre, no doubt based on his knowledge of Ci dit des bulles and 
perhaps his visual analysis of the later seals with the Gothicized architecture.  However, 
the architecture of Jerusalem was a fundamental motif on twelfth-century crusader seals. 
The Templum Domini was featured on the seals of the Knights Templar, and the Tower 
of David, Templum Domini and Dome of the Anastasis Rotunda all of appeareded 
together on the seals of the kings of Jerusalem.272  The domed structure on Hospitaller 
seal therefore must have evoked the interior of the Church of the Holy Sepulchre and 
consequently the Tomb of Christ in the mind of the viewer. 
I believe that the obverse and reverse of the Master’s bulla participated in a 
shared Christological dialogue that functioned on two distinct symbolic levels.  On the 
one hand, the seal presented the Crucifixion, Entombment and Resurrection of Christ.  
On the other hand, it established the role of the Order of the Hospital of St. John of 
Jerusalem in the care of pilgrims and holy poor, who were all identified as Christ by the 
                                                        
272 The seal of the Order of the Temple carried an abbreviated image of the Temple – a large ribbed dome 
atop a drum supported by a circular arcade of columns – and the inscription: Sigillum Militum de Templo 
Christ (see Paris, Archives nationales D 9858 and D 9862).  S. Schein, “Between Mount Moriah and the 
Holy Sepulchre: The Changing Traditions of the Temple Mount in the Central Middle Ages,” Traditio 40 
(1984), p. 191. Folda, Art of the Crusaders, pp. 46-47 and p. 195, n. 6. 
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brothers charged with the care of their bodies as well as their souls.273  Notably, the 
image on the seal seems to evoke the vigil described in the Hospital’s statutes for 
deceased brethren of the order, during which the body of the brother was laid out on a 
bier in the church, draped with the Hospitallers’ flag (a red coverlet with a white cross) 
and surrounded by candles.274  It is therefore also possible that the seal’s two faces 
worked together to present the life cycle of the Master himself, who, depicted on the seal, 
lived as a faithful guardian of the order and died under its care.  The images carried on 
the Master’s seal certainly reflected the traditional religious and spiritual duties of the 
Hospitallers; they did not allude to the militarization of the order in the twelfth century or 
the individual and communal identity of the brethren as crusaders. 
The only significant change to the Hospital’s seal protocol occurred at the 
Chapter-General of 1278, with the institution of the Great Seal of the Convent, the 
Conventual bulla, which is generally referred to as the “Seal of the Master and Convent.”  
The statute stated that the Conventual seal was to be attached to all deeds of gifts, which 
were made in perpetuity or for life by consent of the convent, and to charters relating to 
donations, sales and transfers of property.275  Thus, the Conventual bulla was used on the 
majority of documents produced by the house.  It was fashioned to closely resemble the 
Master’s bulla: it was made of lead, with a diameter of approximately 1-½ inches and 
two faces.  In fact, only the obverse of the seal changed, as the Master was no longer 
depicted alone but with the Conventual Bailiffs, facing left and kneeling in prayer before                                                         
273 Cf. Statute 10 from the 1181 Chapter-General: “Moreover guarding and watching them [the sick] all day 
and night, the brethren of the Hospital should serve the sick poor with zeal and devotion as if they were 
their lord…” King, p. 37 
274 Riley-Smith, Knights of St. John, p. 251; King, Rule, pp. 35, 183, 199.   
275 King, Rule, p. 79. For the statutes, see also J. Delaville Le Roulx, “Les statuts de l’ordre de l’Hôpital,” 
Bibliothèque de l’École des chartes 48 (1887), pp. 341-356; M.R. Bonnet and R. Cierbide, Les statuts de 
l’ordre de Saint-Jean de Jérusalem. Édition critique des manuscripts en langue d’oc (Bilbao, 2006). 
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the patriarchal cross (Fig. 25).  The reverse of the seal maintained the image of the dead 
body lying beneath an architectural framework.  This seal quite literally represented the 
corporate body of the Hospital in Jerusalem by depicting the collective authority of the 
members of the order through their presence on the seal.  The increasing communal 
jurisdiction within the Hospital is also evident in the statutes, which made clear that no 
single officer had complete control of or access to the order’s seals.  This is evident in the 
statute of Nicholas le Lorgne from 1278, which decreed that the seals of the convent in 
the Latin East be kept in boxes or in chests with the Treasurer, not with the sealer, 
including the Master’s seal and those of the Grand Commander, the Marshal and the 
Hospitaller.276  
Because they were far removed from the Holy Land, the houses of the Order of 
St. John of Jerusalem in western Europe had to establish themselves as a part of this 
international religious order, as part of the communal body, and the provincial officers 
had to reaffirm both their function and authority at the local level.  While the Hospitallers 
in the Latin East were active participants on the frontlines of the crusade movement, 
caring for the sick and poor in the Holy Land and defending important military 
strongholds, the Knights Hospitaller in the West were charged with channeling recruits, 
money and supplies directly to the central government, which enabled the order to 
maintain its distinguished and costly operations in the Latin East.  
The earliest Priors of both France and England chose to mirror the image of the 
Master on the great seal on their own seals, which visually connected the provincial 
houses of the order to the central administrative body.  The first priory constituted in 
western Europe was the Priory of St. Gilles near Marseilles, established by 1120.  The                                                         
276 King, Rule, p. 80. 
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Prior of St. Gilles administered the whole of France as well as the regions south across 
the Pyrenees into Catalonia and Aragon and north into the Low Countries.277  He also had 
authority over the order’s estates in England until the later twelfth-century.  There is a 
well-preserved seal from the Priory of St. Gilles attached to a charter from around the 
year 1140.  It is a circular impression in red wax, which has no reverse image or 
counterseal.  Directly quoting the iconography of the Master’s bulla, it depicts the Prior 
of St Gilles in a suppliant pose facing right before a patriarchal cross.  The legend 
identifies the prior by name in the nominative, “Arnaldus,” along with his official title, 
“Prior,” and the name of the institution, the “Hospital of St. Gilles.”  Importantly, the 
oldest extant seal from the Hospital in England, which is attached to a document dated 
1148, shows the influence of the seal from the Priory of St. Gilles, depicting a figure in 
prayer before a patriarchal cross (Fig. 26).  Notably, however, the English seal also 
includes the symbolic letters alpha and omega, which are lacking on the St. Gilles seals – 
perhaps a direct nod to the Master’s bulla – although the engraver of the English matrix 
did not reverse the two Greek letters, and consequently they appear backwards on the 
wax impression: ωΑ.  The seal, an impression in red wax with a diameter of 2 inches, is 
surrounded by the detailed legend: Seal of Walter, Prior of the Hospital of Jerusalem in 
England, with his name in the genitive (+ S WALTERI PRIORIS [HO]SPITA[L]… 
IERLM IN ANGLIA). 
The Master personally appointed the Prior (or Grand Prior in the case of larger 
nations) who governed over each langue or nation; he invested them with their authority.  
The Priors were then responsible for electing certain officials within their langue and 
                                                        
277 Riley-Smith, The Knights of St. John, p. 353. 
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collecting the responsions – the dues owed to the central convent.278  For example, as the 
larger priories often were subdivided into smaller units known as commanderies or 
preceptories, the Prior was responsible for appointing the commander or preceptor of 
each house, who ruled under his authority.  The Master did not directly participate in the 
local governing of the provincial houses; rather, the Priors were his connection to the 
West, and they were required to attend the meetings of the Chapter-General held in the 
Latin East in order to report on the status of all of the houses in their langue to the central 
government.  The image employed on the early seals of the French and English Priors 
identified them as close associates of the Master, legitimizing their power as his 
appointed officials, while also promoting them as important officials in their own right 
within the Hospital’s complex and hierarchical internal structure.279  
The nature of Brother Walter’s role in England however is difficult to gauge; he 
was affiliated with the Hospital of St. John of Jerusalem at Clerkenwell, founded just 
outside the walls of London in 1144; this institution became the order’s administrative 
center, the Priory of England, in the 1180s.  Documentary evidence suggests, however, 
that all Hospitaller houses in England were under the authority of the Priory of St. Gilles 
until around the year 1185, and thus Clerkenwell likely functioned as a large preceptory 
until this time.280 Was Walter actually the head chaplain of St. John Clerkenwell, a priest 
or perhaps the preceptor of the London estate?  As Michael Gervers suggested, the terms 
“Prior” and “preceptor” were initially interchangeable in England, especially before the 
                                                        
278 Nicholson, Knights Hospitaller, p. 78. 
279 For more on the Hospital’s structure, see Nicholson, Knights Hospitaller, ch. 4; Riley-Smith, Knights of 
St. John, ch. 2; J. Delaville Le Roulx, Les Hospitaliers en Terre Sainte et à Chypre, 1100-1310 (Paris, 
1904), pp. 285-309. 
280 Gervers, “Donations to the Hospitallers,” pp. 155-156; Sloane and Malcolm, Excavations, p. 27. 
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Priory of England was formally established.281  Ultimately, by using the same pictorial 
scheme on his seal as those found on the seal of the Prior of St. Gilles and on the obverse 
of the Master’s bulla, Walter was tapping into the visual language of authority employed 
by high officers of the Hospital of St. John of Jerusalem, both in the East and West.  He 
ambitiously fashioned himself as an official player in the administration of the English 
estates and transformed the house at Clerkenwell into a Grand Priory, which was 
continued by his successors.   
Indeed, the remaining twelfth-century sealers of the Hospital in England featured 
the same iconography of the figure kneeling before the patriarchal cross on their seals, 
although they had new matrices engraved, and some of their seals exhibit important 
changes to both the central image and legend.  Also, counterseals, which increased 
document security and could be tailored to the sealer through the inclusion of heraldry or 
a personal insignia, come into use.  Richard de Turk, mentioned in written sources until 
1173, used a seal with the suppliant figure before the double-beam cross, which is now 
presented as a liturgical implement on an altar.282  This image figuratively transported the 
True Cross from Jerusalem and placed it in England. The legend includes both Richard’s 
title of office (like Brother Walter he identifies himself as Prior) and the name of the 
institution.283  Most significantly, Richard instituted the use of a counterseal, which is 
both pictorially and textually compelling: a small oval with a Roman bust facing right, 
probably from an intaglio gem, accompanied by the legend: CAPVD IOH[ANNIS]                                                         
281 M. Gervers, ed., The Cartulary of the Knights of St John of Jerusalem in England: Part 2, prima 
camera: Essex, British Academy Records in Social and Economic History n.s. 23 (Oxford, 1996), p. lxxi; 
Sloane and Malcolm, p. 42. 
282 King, Seals, pp. 95-97. 
283 It is worth noting that in the document itself, which is a lease of land in Baybrooke, Northampton to 
Pipewell Abbey (London, BL Additional Charter 21,643), Richard de Turk, who attached his seal in 
witness of the transaction, is referred to as “Magister….in Anglia” not prior.  See H.J. Ellis, ed., Index to 
the Charters and Rolls in the Department of Manuscripts, British Museum, 2 vols. (London, 1912), 2:652. 
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BAPTISTE, the Head of John the Baptist.284  This is the first instance of a Hospitaller 
seal referencing the order’s patron saint, introducing the head of St John as a sacred 
image well suited to a seal.285 
The next seal of the English Hospital, used by Brother Ralph de Dive on a charter 
dated 1178, features the same iconography of the kneeling prior before a patriarchal 
cross.  Here, a Latin inscription accompanies the cross: salve crux sancta arbor digna, 
which is from the hymn for the feast of the Invention of the Cross.  This reinforces the 
symbolism of the patriarchal cross represented on the seal as the True Cross, an emblem 
of the crusade movement, and certainly reflects the increasing role of liturgy in the 
promotion of the crusade by religious foundations in the West.286  
Importantly, the seal does not include the name of the prior in the legend, simply 
identifying the sealer as the Prior of the Brethren of the Hospital in England.287  This is 
the first time an English Hospitaller seal references the conventual body and, to some 
degree, institutional rather than individual authority, which would have been an important 
step in the formation of a corporate identity.  While I would not classify this seal as a 
great or common seal, the English brethren were certainly beginning to fashion their seals 
in that way; a common seal was a desirable and prestigious object in medieval England, 
                                                        
284 King, Seals, pp. 96-97. 
285 The only comparative seal is a thirteenth-century matrix for a counterseal from the Benedictine Abbey 
of St. Mary and St. John the Baptist, Godstow, co. Oxford, which depicts the head of a bearded man [John 
the Baptist] on a charger with the legend: CAPVT IOHIS IN DISCO (London, British Library cast lxx.74). 
286 See Lloyd, English Society and the Crusade, p. 51; Maier, Crusade Propaganda; idem., “Crisis, Liturgy 
and the Crusade in the Twelfth and Thirteenth Centuries,” Journal of Ecclesiastical History 84 (1997); D. 
Marcombe, “The Confraternity Seals of Burton Lazars Hospital and a Newly Discovered Matrix from 
Robertsbridge, Sussex,” Transactions of the Leicestershire Archaeological and Historical Society 76 
(2002), p. 48.  See also P. Brieger, “England’s Contribution to the Origin and Development of the 
Triumphal Cross,” Mediaeval Studies 4:4 (1942), pp. 85-95. 
287 See Seal of Ralph de Diva, c. 1178 (London, BL Harley Charter 44 H. 53). 
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after all, because with it an institution like the Hospital of St. John could claim the rights 
that individuals had as owners of property and in a court of law.288  
The growing communal authority within the provincial houses of the Hospital 
was also reflected in the statutes.  As noted above, one outcome of the Chapter-General 
of 1270 was a decision that every priory seal should be kept in a locked chest with four 
keys; the Prior was in possession of one key, while three different high-ranking officers 
of the priory kept the other three keys.  This protocol prevented the Prior from sealing 
anything with the seal without the advice of collective body, as all four men had to 
assemble with their keys before the matrix could be removed from the chest.289  This 
statute reveals that the central government of the Hospital was concerned with regulating 
seal usage in all provincial houses, and it also indicates that the priors in western Europe 
required new restrictions by the end of the thirteenth century regarding their personal 
authority in relation to communal authority.  In other words, there was a diffusion of 
power, at least in terms of the authentication of documents.  
Brother Ralph’s successor, Garnier of Nablus (1184-1190), used the same matrix 
for the obverse of his seal, indicating that it was, indeed, engraved for the deathless 
corporate body of the Hospital in England rather than an individual officer (Fig. 27).  By 
1189, Garnier was also using a personalized counterseal, which includes both his name 
and official title in the legend, “Seal of Garnier, Prior of the Hospital in England,” and 
featured, in high relief, the head of a man with wild hair and a long beard, which was the 
head of the Hospitallers’ patron saint, John the Baptist (Fig. 28).  This impression may 
have been made by a signet ring worn on the finger of Garnier, even before he became                                                         
288 Harvey and McGuinness, p. 95; Clanchy, From Memory, p. 315. 
289 King, Rule, p. 78. 
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the prior of England; if so, it would be an image always associated with this particular 
individual knight Hospitaller.290  Like a personal badge of membership and authority, the 
image on his counterseal clearly and visually identified Garnier as a brother of the Order 
of St. John the Baptist.  The appearance of Saint John in this image accords well with the 
graphic description of the saint in a sermon by Philagathos, a Greek monk of the twelfth 
century: “He was shaggy and wild in appearance….his head was squalid, filthy, and 
covered with flowing locks. He was shaded by a mass of his own hair.  His beard was 
thick…”291  
The design of Garnier’s hagiographic counterseal was so compelling that by at 
least the second decade of the thirteenth century it was adapted as the common seal of the 
English order, which appear impressed on documents surviving from 1215 to 1385.  The 
seal depicts the head of John the Baptist, always frontal with long hair and beard, within a 
border of pellets that form a halo or charger (Fig. 29).  Through this image, the 
Hospitallers in England were endowing their seal with the sacred personality of Saint 
John.  The iconography of this seal was not drawn from western European depictions of 
Saint John that were common in the twelfth and thirteenth centuries.  Usually rendered as 
a half- or full-length figure, John the Baptist most often was portrayed with standardized 
attributes beyond his shaggy hair and beard:  he was frequently shown wearing animal 
skin robes and holding the Agnus Dei – the standard iconography for representing John 
on a seal.  Also, the majority of images of John the Baptist found in western art are 
                                                        
290 I must thank Dr. Bedos-Rezak, who suggested to me that Garnier’s counterseal was perhaps an 
impression from a signet ring or intaglio gem. 
291 Philagathos, Homilia XXXV.4; cited in H. Maguire, The Icons of their Bodies: Saints and their Images 
in Byzantium (Princeton, 1996), p. 72. 
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narrative, in particular depicting the saint baptizing Christ in the Jordan.292  Although the 
image on the English Hospitaller seal is redolent of the story of John’s decollation, it is 
not narrative.  In fact, the face of John the Baptist on the English seal is markedly similar 
to depictions of his face on Byzantine icons, devotional portraits of holy persons (i.e., 
Fig. 30).  These wax impressions thus carried the visual weight of a sacred object, a relic, 
sanctifying both the order and its written records.  The appearance of the seal with its 
Byzantinizing portrayal of the Baptist was a product of Eastern contact.  Before 
becoming Prior of England, Garnier of Nablus first served as the Castellan of Bethgibelin 
in Palestine from 1173 until 1176 and was then appointed Grand Commander of the 
Hospital in Jerusalem.293  Hence, he could have imported this iconic image of St. John 
from the eastern Mediterranean – his home for over a decade – to England, quite literally 
on his body.   
Scholarship on medieval seals stresses their necessary visual uniformity due to the 
patrons’ requirement that an image be easy to read and locate within the framework of 
pre-existing local pictorial vocabularies and sigillographic trends.294  However, the 
English Hospitallers fashioned a great seal that seems to have had no direct model in 
England.  The majority of church dignitaries in England preferred a seal engraved with 
their own effigy holding the attributes of their office similar to the first seals of the 
English Hospital with the image of the kneeling prior.  Very few used hagiographic 
imagery.295  However, there are monastic seals of the twelfth and thirteenth centuries that 
do feature the figure of the patron saint of the house, usually as a full-length standing                                                         
292 See for example E. Mâle, Religious Art in France: The Twelfth Century. A Study of the Origins of 
Iconography (Princeton, 1978), pp. 72-76, 128-29, 332. 
293 Riley-Smith, Knights of St. John, p. 107. 
294 Heslop, “English Seals,” p. 116. 
295 Bedos-Rezak, “Chivalric Society,” pp. 323-324. 
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figure.  For instance, other institutions in England dedicated to John the Baptist, mostly 
hospitals, included his image on their seals, but he is always depicted as a standing figure 
holding a plaque engraved with the Agnus Dei.296  Hagiographic seals were also used by 
the papacy from the eleventh century onward, and they may have provided a more direct 
model for the iconography of the English common seal.  Traditionally, papal bullae 
featured the heads of SS. Peter and Paul encircled by a cordon of pellets – a ubiquitous 
sigillographic image in the Middle Ages that the Military Orders undoubtedly knew well, 
as they were ultimately under papal authority (Fig. 31).297  
While the primary audience for the seals with John the Baptist’s head was 
English, documents from the Priory of England circulated in France, Italy and the Latin 
East.  As an international foundation, the English Hospitallers needed a seal that was easy 
to read, regardless of the nationality or social standing of the viewer.  Indeed, this no 
doubt was a factor in the English Templars’ use of the Agnus Dei on their corporate seal. 
The development and pictorial content of the Hospitallers’ seals is a far more 
complicated issue than that of the Templars’ seals. In terms of both internal and external 
structuring (e.g., hierarchical structures at both the international and local levels), the 
Temple was a more stable institution than the Hospital in twelfth-century Europe.  The 
Temple’s structure remained consistent until its suppression in the fourteenth century, 
which is clearly reflected in the sigillographic evidence.  Additionally, the Temple’s 
provincial foundations formed rapidly, while the Hospital, as an international institution,                                                         
296 Cf. the common seal of the Hospital of St. John, Abingdon (London, BL cast lviii.50; the seal of the 
Priory of St. John Baptist, Bridgewater, co. Somerset (London, BL cast lxxi.56; London, National Archives 
E 322/30 & E25/16); the common seal of the Hospital of St. John Baptist, Chester (London, BL cast lx.83); 
the common seal of the Hospital of St. john Baptist, Coventry (London, BL cast lxi.92; London, National 
Archives E 322/64); the Master’s seal of the Hospital of St. John Baptist, Exeter (London, BL cast lxi.83); 
and the common seal of the Hospital of St. John Baptist, Wells (London, National Archives E 322/257). 
297 Bedos-Rezak, “Chivalric Society,” p. 324. 
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evolved and grew slowly, certainly in England.  The various international and local 
changes in the Hospital’s organization as well as the impressive growth of the order over 
time are evident in the surviving seals.  Indeed, while the English Templars used the 
image of the Agnus Dei to seal their documents for almost 160 years, the English 
Hospitallers developed new pictorial content for their seals over time, which diverged 
from Hospitaller seals produced in the Latin East as well as in France.   
I view the changes in the iconography on the English Hospitaller seals as public 
statements of an emerging corporate autonomy in England.  By the thirteenth century, the 
English Hospitallers required an image that would differentiate them from the Priory of 
St. Gilles, the English orders’ former administrator.  They may have wanted to distance 
themselves visually from the authority of the central government in the Latin East and 
from eastern standard seal types, especially after the devastating crusader losses of the 
late twelfth century.  Thus in the thirteenth century, the English Hospitallers crafted a seal 
that referenced a very specific authority.  Rather than displaying the body of a mortal 
Prior on the seal, they chose instead to promote themselves as a deathless corporation 
embodied in the image of a saint.  Both iconic and devotional, the seal of the Priory of 
England is a clear statement of its institutional identity as part of the Order of St John.  
Offering a bold departure from the iconography employed on Hospitaller seals in the 
Latin East and in France, the seal for the English brethren fashioned a public image that 
was independent yet distinctly international, and that presented their recognizable and 
celebrated patron saint as the true authority behind the order. 
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Chapter 3 
 
Monastic Cultures, the Crusades and the Holy Land, 1170-1260 
 
 The establishment, development and visual culture of the military orders in 
England steadily imprinted the English realm with reminders of the crusade movement 
and the plight of the Holy Land in the twelfth century. Indeed, the rise of the military 
orders in western Europe was part of the first wave of crusade support propaganda, which 
stressed active military duty from apposite members of Christian society.  Then, in the 
first two decades of the thirteenth century, crusade policy and propaganda strategically 
shifted to brand crusading as both a military act and an ideal image for devotion and 
meditation.  Through this dual branding, the spiritual content of crusading was further 
developed and ultimately formalized as an expression of imitatio Christi, and the crusade 
movement itself became a regular theme in liturgy, rituals, and processions of local 
parish communities throughout England. The traditional mode of physically going on 
crusade, of fighting the enemies of the faith in the Holy Land, was still fervently 
promoted during this period.  Capable men were implored to receive the sign of the cross 
and take up arms and journey eastward to Jerusalem.  However, the catastrophic defeat of 
the Christian army at the Battle of Hattin on 4 July 1187, the loss of the holy city of 
Jerusalem that same year, and the failure of the Third Crusade (1189-92) to produce a 
positive, lasting result in the Latin Kingdom left the crusade movement in crisis.  
Therefore, as Christoph Maier has suggested, Pope Innocent III and others spiritually and 
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spatially “relocated” the crusade in an attempt to revitalize support for the cause in the 
West.298  
The promotion of physical or real crusading to the Holy Land was reframed 
within a Christocentric devotional context, through papal letters and decrees, in particular 
those penned by Pope Innocent III (1198-1216), and sermons for preaching the cross 
from the thirteenth century.  These tracts repeatedly prompted potential crusaders to 
internally contemplate an image of the suffering Christ.  As Gilbert of Tournai’s first 
crusade sermons declares, “For anyone who looks with a contrite heart at Christ crucified 
hanging on the cross…and expresses his passion and the cross in himself will live and not 
die.”299  Then the potential crusaders were entreated to humbly follow in Christ’s 
footsteps “signed with the symbol and the sign of the Lord’s passion” to Jerusalem.300  To 
go on crusade was to imitate Christ’s deeds and passion and the reward was eternal life, 
entry into the heavenly Jerusalem.  This firmly located the crusader experience spiritually 
within the redemptive acts of Christ, which became a primary locus for crusader 
devotions.301   
Pope Innocent III’s promotional crusade package opened important new doors for 
participation in the crusade movement on the local level.  Crusade enthusiasts and 
supporters could access the Holy Land in their own local communities through various 
performative means including liturgy, local or internal pilgrimage, and meditation. 
Ultimately, in the first half of the thirteenth century, Innocent’s prescribed spiritual                                                         
298 C.T. Maier, “Mass, the Eucharist and the Cross: Innocent III and the Relocation of the Crusade,” in 
Pope Innocent III and his World, edited by J.C. Moore (Aldershot, 1999), pp. 351-360, esp. pp. 359-360. 
299 Gilbert of Tournai, Sermon I: “Qui enim Christum cruciftixum in cruce pendentem…corde contrito 
consideraverit et passionem ipsius et crucem in seipso expresserit, vivit et non peribit.”  Transcribed and 
translated in Maier, Crusade Propaganda, pp. 178-179, see also pp. 59-61. 
300 Ibid., pp. 178-179: “…signati caractere et signo dominice passionis.” 
301 Maier, “Relocation of the Crusade,” p. 358. 
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practices became surrogates for pilgrimage or crusade to the Holy Land.  They were 
imagined, interior or virtual pilgrimages (rather than actual, physical or place 
pilgrimages) and “crusades of the soul.”302  Visual imagery supplemented sustained 
and/or actively promoted these imaginative or devotional practices.  It inspired Holy 
Land devotion, acted as a surrogate for Jerusalem, or allowed the viewer to crusade in 
mind rather than body.303  
This chapter focuses on religious patronage and examines two alternative, 
spiritualized means for accessing Jerusalem and participating in the Crusades from the 
late twelfth to the mid-thirteenth century in England. It first considers the Holy Sepulchre 
Chapel at Winchester Cathedral, which features dramatic frescoes drawn from the Life of 
Christ and the Book of Revelations. This enigmatic chapel was likely a locus for 
liturgical rituals during Easter week that held interest for active and prospective members 
of the crusade movement. It then explores the practice of imagined pilgrimage or 
crusading in a monastic context through the itineraries and maps of Matthew Paris. While 
Matthew’s cartographic creations could provide his monastic reader with access to 
Jerusalem, as a virtual pilgrim, I argue that they could also function as dynamic 
landscapes for crusading.  Although, the case studies discussed in this chapter, a painted 
chapel in a cathedral priory and monastic maps of the Holy Land in a chronicle, differ 
from each other, they both promote parallel experiences of crusading inspired by spiritual 
                                                        
302 S.M. Yeager, Jerusalem in Medieval Narrative (Cambridge, 2008), p. 13. 
303 Innocent III’s desire to localize the crusade was also extended to pilgrimage practices.  For example, 
Pope Innocent granted an indulgence of forty days to pilgrims who visited and prayed before the relic of 
the Veronica during the papal procession of the Holy Face in Rome.  That indulgence was then extended to 
non-travelers who said a special prayer as a private devotion before an image of the Veronica.  See G. 
Wolf, “From Mandylion to Veronica: Picturing the ‘Disembodied Face’ and Disseminating the True Image 
of Christ in the Latin West,” in The Holy Face and the Paradox of Representation, edited by H. Kessler 
and G. Wolf (Bologna, 1998), pp. 153-180.  In the thirteenth century, Wolf notes, pilgrimage to a relic and 
private devotion before an image of it were “two sides of the same coin.” 
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crusade propaganda and the loss of Jerusalem in 1187.  Both provide a dynamic and 
performative means to localize the Holy Land and the crusade movement in England and 
sanctify the English realm.  They situate crusading ritually and visually within the 
interlocking framework of liturgical structures, Christocentric devotion and apocalyptic 
prophecy and fulfillment. 
 
3.1 Pope Innocent III and Spiritual Crusading: An Overview  
Liturgy played an important role in the life of the crusading armies in the Latin 
Kingdom from the eleventh century on, but the topic of crusade was not a permanent 
feature of the western liturgy until the thirteenth century when Pope Innocent, the most 
influential proponent of crusade spirituality, codified regular liturgies, processions, and 
prayers in support of the crusade movement throughout western Europe.304  Riley-Smith 
suggests that Pope Innocent III’s pontificate (1198-1216), in particular, also marks a 
climax in the use of Passion imagery to inspire men to take up the cross.  As Innocent 
stated in a crusade letter to Leopold of Austria in 1208, “You receive a soft and gentle 
cross; he bore one that was sharp and hard. You wear it superficially on your clothing; he 
endured it really in his flesh.”305  Innocent III’s new crusade policies and devotional 
rhetoric reinterpreted the entire mechanism of the crusade – recruitment, preaching, the 
vow, the indulgence, finance – in the context of thirteenth-century religious currents and                                                         
304 See Maier, “Crisis, Liturgy and the Crusade,” pp. 628-657. Cf. J. Riley-Smith, The First Crusade and 
the Idea of Crusading (London, 1986), pp. 82-6.  The Carolingians, for example, developed regular 
liturgical practices for the crusading armies, see M. McCormick, “Liturgie et guerre des Carolingiens à la 
première croisade,” in Militia Christi e crociata nei secoli XI-XII: atti della undecima settimana 
internazionale di studio Mendola (Milan, 1992), pp. 209-40 and idem., “The Liturgy of War in the Early 
Middle Ages: Crisis, Litanies, and the Carolingian Monarchy,” Viator 25 (1984), pp. 1-23. 
305 PL 215.1339-40: “Tu enim crucem mollem suspicies et suavem, ille asperam subivit et duram; tu eam in 
vestis deferes superficie, ille in carnis pertulit veritate.”  Translated in J. Riley-Smith, “Crusading as an Act 
of Love,” History 65:214 (June, 1980), p. 180.  See also L. and J. Riley-Smith, The Crusades: Idea and 
Reality, 1095-1274, Documents of Medieval History 4 (London, 1981), p. 91. 
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movements of lay piety.306  For example, the spiritual performance of crusading parallels 
developments in devotion to the Holy Land, in particular the city of Jerusalem, and the 
eucharist in the late twelfth and the thirteenth century.  It is therefore not surprising that 
Pope Innocent’s highly spiritual crusade policies dominated approaches to and support 
for the crusade movement for the rest of the thirteenth century. 
In 1189, Pope Innocent III initiated his first major sacral promotion campaign for 
the crusade movement in his call for the Fourth Crusade (1202-1204).  Innocent further 
pushed this agenda during the planning of the Fifth Crusade in 1212-1213, which was 
part of his reform program addressed at the Fourth Lateran Council.307  Pope Innocent’s 
impact on the crusade movement was twofold.  First, he emphasized this symbolic 
relationship between the crusaders and Christ.  While the views that the crusade was a 
spiritual exercise and the crusaders soldiers of Christ (milites Christi) had been facets of 
crusade ideology since the First Crusade, Innocent’s increasingly intense focus on 
Christ’s sacrifice in an effort to engender support for the movement at home only found 
systematic expression in the thirteenth century through papal endorsement in the written 
record.308  Second, and more important, Innocent III multiplied the ways in which people 
could play a part in the crusade without leaving home.  This certainly contributed to the 
rise in popularity of the second virtual mode of crusading during the thirteenth century. 
Through liturgy, ritual and devotion, the crusade movement was spatially relocated to 
                                                        
306 J.M. Powell, Anatomy of a Crusade 1213-1221 (Philadelphia, 1986), pp. 15-16.  As Powell notes, 
Innocent’s crusade theology was certainly influenced by St. Bernard of Clairvaux’s twelfth-century crusade 
tracts; however, Innocent pushed crusade spirituality well beyond its twelfth-century limits.  Cf. E. 
Delaruelle, “L’idée de croisade chez St. Bernard,” in L’idée de croisade au moyen âge (Turin, 1980), pp. 
163.  
307 Powell, Anatomy, pp. 15-32.  Cf. J. Bird, “Reform or Crusade? Anti-Usury and Crusade Preaching 
during the Pontificate of Innocent III,” in Pope Innocent III and his World, pp. 165-185. 
308 On First Crusade ideology, see Riley-Smith, Idea of Crusading.  On this development in the thirteenth 
century, see Maier, “Crisis, Liturgy and the Crusade,” p. 628. 
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every church, from small parish to city cathedral, in Christendom – the crusade no longer 
only occurred in the actual theaters of war.309   
In his bull Quia maior, issued in April 1213, Innocent shifted the focus of crusade 
promotion from the noble and knightly classes to the general lay population.310  Quia 
maior was a preaching document that offered a systematic guide for preaching the 
cross.311  One of its central goals was to expand participation in the crusade movement to 
include, or rather embrace, individuals with neither the intention nor the financial means 
to crusade actively in the Holy Land.  As the St. Albans chronicler Matthew Paris noted 
in an entry in his Chronica majora under the year 1249, “Preaching on behalf of the 
cross, they [the Franciscan preachers] bestowed that symbol on people of every age, sex 
and rank, whatever their property or worth, and even on sick men and women.”312  
Innocent III declared that he would grant deferment, commutation (the performance of 
another penitential in place of the original vow), and redemption (release from vow by 
money payment) for crusading vows that could not be fulfilled through military duty.  He 
gave those who could not participate in military campaigns to the East the opportunity to 
play an active role in the business of the cross; they could redeeming their crusade vows 
for money, support the crusade financially in return for indulgences, or performing 
regular communal liturgies and processions for intercession in aid of the crusade.  All of 
these encouraged the performance of crusading on the local stage.  They also 
incorporated an entire community.  Quia maior also prescribes that “an empty chest must                                                         
309 Maier, “Relocation of the Crusade,” p. 359. 
310 For Quia maior, G. Tangl, ed., Studiem zum Register Innocenz’ III (Weimar, 1929), pp. 88-9. 
311 Riley-Smith and Riley-Smith, Idea of Crusading, pp. 118-119. 
312 Matthew Paris, Chronica Majora, ed. H.R. Luard, RS 57, 5 vols. (London, 1872-83), 5.73: 
“Praedicantes igitur pro negotio cruces honines cujuscunque aetatis, sexus, vel conditionis, vel valoris, 
immo etiam valitudinarios vel valitudinarias.”  Translated in J.A. Giles, Matthew Paris’s English History, 3 
vols. (London, 1893), 2, p. 309. 
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be placed in each church where a general processions gathers” for the placement of alms 
in aid of the Holy Land.313  While few alms chests survive from medieval England, 
archaeologists have linked the old wooden chest discovered at Heckfield (co. Hampshire) 
to King John’s order for the collection of alms for the fifth crusade.314 Such chests, like 
the liturgy, were a constant reminder at the local level of the state of the Holy Land and 
the significance of the crusade that functioned there.  They brought the sweeping, 
international crusade movement home.  The flood of Holy Land relics that arrived in the 
West, in particular following the sack of Constantinople during the Fourth Crusade in 
1204 and Louis IX of France’s purchase of the relics of the Passion in the late 1230s, 
further facilitated this process of localization in the thirteenth century.315 
Religious crusade practices on the home front not only reinforced the 
Christological nature of the crusader’s sacrifice but also associated crusader spirituality 
with eucharistic devotion.  For example, in Quia maior, Innocent ordered that two select 
psalms (Psalm 78: Deus venerunt gentes, and Psalm 67: Exsurgat Deus) be added to the 
daily mass followed by a special prayer sung by the celebrant priest for the recovery of 
the Holy Land.316  The two Psalms along with the prayer(s) for the Holy Land usually 
were inserted after the first half of the mass and before the eucharist, and they served as 
supplements to the Oratio fidelium – the communal prayer for peace, the well being of 
the Church, the king and prelates, pilgrims and travelers, the harvest and for the dead.317  
                                                        
313 Tangl, ed., Register Innocenz’ III, p. 89. 
314 P.H. Ditchfield, Vanishing England (London, 1910), p. 160.  The discovery of the chest made the “Art 
Notes” section of the New York Times (September 5, 1903). 
315 Cf. G.J.C. Snoek, Medieval Piety from Relics to the Eucharist (Leiden, 1995), pp. 26-27. 
316 Maier, “Crisis, Liturgy and the Crusade,” p. 634; Riley-Smith, Crusades, pp. 817-22; Tangle, pp. 9, 88-
97. 
317 Maier, “Crisis, Liturgy and the Crusade,” p. 634, 638; Tangl, pp. 88-97.  Cf. J. Molin, “L’Oratio 
fidelium: ses surivances (In ancien texte francais des “Priere du Prone”: Bibl. Nat. lat. 1347),” Ephemerides 
liturgicae lxiii (1959), pp. 310-17 and “Les intentions des prieres du prone educatrices du peuple chretien,” 
  118 
The “model” prayer for the recovery of the Holy Land that Innocent III included in Quia 
maior focused on crusade as an assured path to salvation, much like the eucharist: 
God, who disposes all things with marvelous providence, we humbly 
beseech thee to snatch from the hands of the enemies of the cross the land 
which thine only-begotten Son consecrated with his own blood and to 
restore it to Christian worship by mercifully directing in the way of eternal 
salvation the vows of the faithful here present, made for its liberation.318 
 
This prayer, as Maier notes, emphasized the Holy Land as the place where Christ 
sacrificed himself for the salvation of man, and it links the Christocentric view of the 
crusade to the Holy Land and the celebration of the mass.319  
Evidence suggests that public processions with sermons for preaching the cross, 
Innocent’s special prayer for the Holy Land, and Psalms 78 and 67 were performed 
throughout western Europe in the thirteenth century, especially in support of the major 
crusades to the Holy Land.320  In England, these prayers were appended to the traditional 
Bidding Prayers, and an Anglo-Norman copy of the new crusade prayer survives in a 
manuscript from the Benedictine monastery of Ramsey from the mid- to late-thirteenth 
century (c. 1266-80).321  A simple exhortation, it states: “Et por la Terre seinte, ke Deu la 
                                                        
in Crises et reformes dans l’eglise de la reforme Gregorienne a la prereforme: actes du 115e congres 
national des societes savants, Avignon 1990 (Paris, 1991), pp. 107-114.  This was certainly not the first 
time that crusade preaching and promotion was associated with the celebration of mass.  For example, 
Baldwin of Canterbury’s crusade sermons were often accompanied by a mass during his 1188 recruitment 
tour in Wales.  See Gerald of Wales, Opera (Rolls Series, 21), ed. J.S. Brewer (London, 1861-91), 6, pp. 
16, 74. 
318 PL 206.821: “Deus, qui admirabili providentia cuncta disponis, te suppliciter exoramus ut terram quam 
unigenitus Filius tuus proprio sanguine consecravit de minibus inimicorum cruces eripiens, restituas cultui 
Christiano, vota fidelium ad ejus liberationem instantium misericorditer dirigendo in viam salutis eternae.”  
Translated in Riley-Smith and Riley-Smith, Crusades, p. 124. 
319 Maier, “Crisis, Liturgy and the Crusade,” p. 638-39. 
320 Maier, “Crisis, Liturgy and the Crusade, p. 635.   
321 Cambridge, University Library Ms. Hh.6.11, fol. 3r.  K.V. Sinclair, “Anglo-Norman Bidding Prayers 
from Ramsey Abbey,” Mediaeval Studies xlii (1980), pp. 454-462.  Sinclair has suggested that the prayer 
was added to the abbey’s traditional prayers during the reign of Edward I, ca. 1272-1274, while Edward 
was still on crusade but after the death of his father in 1272. 
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delivere de la paene gent et mettre la seynt crestienté!”322  Such prayers were intended to 
create perpetual remembrance of the crusader cause and the Holy Land within a well-
established sacramental system that involved the whole of the community.323  
Additionally, as Maier suggested, Christ’s sacrifice embodied in the eucharist was the 
foundation for the plenary indulgence that the crusaders received, which, as Innocent III’s 
new crusade promotion made clear, was accorded to anyone who contributed to the 
crusade, physically or simply financially.324  Pope Innocent focused the spirituality of the 
crusader on the redemptive act of Christ, manufacturing a symbolic link between the 
crusader indulgence and eucharistic salvation.325  Associating the crusade with the 
eucharist in this way perhaps made the potent and sacred power of the crusade indulgence 
more readily understandable by locating the indulgence in more familiar patterns of lay 
religious practices. 
Innocent III’s highly spiritual and socially inclusive packaging of the crusade was 
the first systematic attempt to expand participation in the movement and reassert the 
crusade’s sacred content and benefits.  He implanted the crusade into the most 
fundamental communal expression of the Christian faith, the liturgy, and made it a locus 
for prayer and contemplation on a regular basis.  Furthermore, as Maier has aptly stated, 
Pope Innocent III “relocated” the crusades in the thirteenth century, in particular through 
his institution of crusade liturgies, which “carried the crusades into the churches of 
Christendom at large,” and his development of crusade spirituality in the context of 
                                                        
322 Transcribed in Sinclair, p. 456. 
323 On the sacramental system and eucharistic devotion, M. Rubin, Corpus Christi: The Eucharist in Late 
Medieval Culture (Cambridge, 1991). 
324 Maier, “Crisis, Liturgy and the Crusade,” p. 639.  Cf. Powell, pp. 20-21. 
325 Maier, “Mass, the Eucharist and the Cross,” p. 358 
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christocentrism, promoting crusading as an important form of imitatio christi.326  Maier 
noted that the new devotional crusade practices underlined the religious character of the 
crusade movement; these devotional practices were believed to have the power to sway 
God’s judgment in favor of the crusades.327  In this way, the actions of those at home had 
a direct effect on the wellbeing of the crusaders in the Holy Land and the success of the 
crusade movement as a whole, and crusading became a ubiquitous part of local culture 
and devotion throughout western Europe, in particular as a mode of expressing personal 
devotion to Christ and of purifying the soul from sin.328  Innocent’s spiritual crusade 
program also provided all members of society with the opportunity to participate in the 
crusade movement, to fight for Jerusalem locally through spiritual, ceremonial and 
monetary means. 
 
3.2 A Jerusalem in England: the Holy Sepulchre Chapel, Winchester 
The fabric and decoration of the Cathedral Priory of St. Swithin’s, Winchester 
was an incredible backdrop for new development in liturgy, devotion and pilgrimage in 
late twelfth-century England.  One of its most innovative and remarkable features is the 
so-called Holy Sepulchre Chapel, constructed in the 1170s between the northern piers of 
the crossing (Fig. 32).329  An intimate space (approximately 10 x 20 ft.), the Holy 
                                                        
326 Maier, “Mass, the Eucharist and the Cross,” pp. 359-60. 
327 Maier, “Crisis, Liturgy and the Crusade,” p. 639. 
328 See Maier, Crusade Propaganda, p. 68. 
329 D. Park, “The Wall Paintings of the Holy Sepulchre Chapel,” in Medieval Art and Architecture at 
Winchester Cathedral, T.A. Heslop and V.A. Sekules, eds., The British Archaeological Association 
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56 (1974): pp. 201-223; D. Park and P. Welford, “The Medieval Polychromy of Winchester Cathedral,” in 
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Sepulchre Chapel has a simple rectangular plan, divided into two distinct bays. 
Drastically remodeled in the first quarter of the thirteenth century, the exact form of the 
chapel in the twelfth century has not been fully determined, but it is likely that the chapel 
originally had a flat roof, probably made of wood, and was entirely enclosed.  In the 
thirteenth century, the chapel was enlarged and vaulted: two large arched openings on the 
north wall and the quadripartite vault system were added during the redesign of the 
1220s.  The chapel probably was used for the ceremonies and ritual performances of 
Easter week, acting both as a liturgical stage and an architectural surrogate for the Church 
of the Holy Sepulchre in Jerusalem.  
The small, painted chapel pushed the limits of what we now classify as 
architectural “copies,” and it redefined the ways in which Jerusalem was recreated and 
ultimately visualized in early gothic England.  The Holy Sepulchre Chapel at Winchester 
is not a “formal” copy of the Holy Sepulchre, following Krautheimer’s model, but it can 
be understood as a representation of the Jerusalem church in Ousterhout’s definition 
through its combination of form, function and painted scheme.  Beyond simply quoting 
the architecture of the Holy Sepulchre in Jerusalem, the Winchester chapel offers the 
medieval viewer both narrative and ritual access to Jerusalem.  By the mid-twelfth 
century, the holy city of Jerusalem and its buildings already had a distinct physical and 
visual presence in the British Isles due to the architectural patronage of the English 
branches of the Military Orders, discussed in chapter 1.330  The Templars and the 
Hospitallers constructed round churches throughout England, which referenced the 
Church of the Holy Sepulchre directly and literally. Both the Hospitallers’ rotunda for                                                         
Archaeological reports: E. Baker, Winchester Cathedral Record 33 (1964), 10-12; 34 (1965), 17-20; and 39 
(1970), 29-31; and E. and R. Baker, WCR 36 (1967), 21-25 
330 See above chapter 1.  
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their London headquarters at Clerkenwell, constructed in the 1140s, and the Templars’ 
round-naved New Temple in London, finished in the early 1160s, have a central space 
separated from a vaulted ambulatory or outer aisle by an arcade of columns.  The rotunda 
of the priory church of the Hospital of St. John at Clerkenwell was a careful copy of the 
Holy Sepulchre in Jerusalem; indeed, it was very close in scale to the Anastasis rotunda.  
The central space of the round nave was separated from the outer aisle by an eight-
column arcade.  The number of eight or twelve supports seems to be constituent in all 
imitations of the Holy Sepulchre, reproducing eight piers or twelve column supports of 
the Anastasis.  Apparently there was a concentrated interest in creating formal 
architectural copies of the Church of the Holy Sepulchre in England during the twelfth 
century.  Indeed, of twenty-three known rotundas in England, fourteen date to the twelfth 
century and have a clear association with the Church of the Holy Sepulchre in Jerusalem 
through dedication or patronage. 
The Holy Sepulchre Chapel at Winchester, while perhaps a unique space in 
twelfth-century England, could be a relative of continental architectural copies of the 
aedicula, the “little house” that contains Christ’s tomb in the center of the Anastasis 
rotunda.  Although the aedicula at the Church of the Holy Sepulchre in Jerusalem was 
reconstructed in the nineteenth century, archaeological analysis has revealed that the 
Byzantine and medieval aedicula had two principle components: a rounded compartment 
enclosing the burial chamber, which included the tomb slab, and a narrower, rectangular 
compartment providing entry to the tomb.331  A close replica of the aedicula survives, for 
example, in the south aisle of the Church of St. Cyriakus in Gernrode (Fig. 33).  
Constructed between 1080 and 1120, the Gernrode sepulcher has an antechamber and a                                                         
331 M. Biddle, The Tomb of Christ (Gloucestershire, 1999), p. 81. 
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grave chamber, once covered by a rotunda roof and containing a masonry sarcophagus. 
The interior also features sculptures of the three holy women and the angel of the 
Resurrection sitting by the tomb, holding a banderole proclaiming: “Surrexit, non est 
[hic]” – part of the standard Easter morning paraliturgical dialogue.  While the 
Winchester Holy Sepulchre does have two distinct cells, partitioned off by interior 
pilasters, it is difficult to classify the chapel as a copy of the aedicula because it lacks a 
clearly defined antechamber and grave chamber.  Rather, archaeological evidence 
suggests that a wooden screen divided the space at the pilasters.  Beyond the permanent 
sepulcher at Gernrode, diverse examples dating to the late-11th and 12th centuries are 
known from the cathedrals of Aquileia, Constance, Magdeburg and Eichstätt.  This trend 
was certainly driven by the demands of the Easter liturgy and the increasing need for the 
visualization of the mysteries of the faith. 
Because there is no medieval documentary evidence about the Holy Sepulchre 
Chapel at Winchester, the chapel’s decorative scheme provides the sole evidence for why 
the chapel was built and how it functioned.  The interior of the chapel features a vibrantly 
painted fresco cycle of scenes from the life of Christ, including commanding narrative 
depictions of the Deposition, Entombment, Three Maries at the Tomb and Harrowing of 
Hell, barely contained in two registers on the chapel’s focal east wall (Fig. 34).  These 
scenes emphasize Christ’s broken body, heightening the mystery and wonder of the 
Resurrection, and the sorrow of the Virgin Mary, as she grieves the death of her son.   
The fresco cycle certainly provides key insights into devotional practices in late 
twelfth-century England focusing on Jerusalem, the Passion and even, the crusades.  The 
earliest known reference to the chapel is in Reverend John Milner’s 1798 Survey of the 
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Antiquities of Winchester.  Milner wrote: “Under the organ stairs…is a dark chapel, that 
has hitherto been overlooked, though it is full of paintings.  It is evident [from these 
paintings] that this was the chapel of the Sepulchre, as it was called, to which there used 
to be a great resort in holy week.”332  Milner’s statement prompted scholars to carefully 
examine the chapel in the context of the ceremonies of Easter week: the liturgical 
Depositio and Elevatio, in which a cross and/or Host were ritually entombed in the 
sepulchre on Good Friday and then elevated in commemoration of the Resurrection of 
Christ, and the paraliturgical Visitatio Sepulchri, which was a dramatization of the Three 
Maries visit to the Tomb of Christ on Easter morning.333  Indeed, the iconography of the 
east wall complements the three key moments in the Easter liturgy, and the chapel 
certainly had the capacity to function as a stage for the dramatic sequence on Easter 
morning when the priory’s monks would have ambled to the chapel to anoint the body of 
Christ in imitation of the Three Maries only to find that he had risen – a rite performed at 
Winchester since at least the tenth century (post-970).334  
                                                        
332 Rev. J. Milner, The History Civil and Ecclesiastical and Survey of Antiquities of Winchester, 2 vols. 
(London, 1809), p. 74. 
333 For the drama see K. Young, The Drama of the Medieval Church, Volumes I-II (Oxford: Clarendon 
Press, 1962); D. Bevington, Medieval Drama (Boston: Houghton Mifflin Company, 1975).  For 
iconography and drama cf. E. Mâle, Religious Art in France: The Twelfth Century (Princeton University 
Press, 1978); O. Pächt, The Rise of Pictorial Narrative in Twelfth-Century England (Oxford, 1992); also S. 
Rickerby and D. Park, “A Romanesque ‘Visitatio Sepulchri’ at Kempley,” Burlington Magazine 133:1054 
(1991), 27-31; T.W. Lyman, “Theophanic Iconography and the Easter Liturgy: the Romanesque Painted 
Program at Saint-Sernin in Toulouse,” in Festschrifts für Otto von Simpson zum 65, L. Grisebach und K. 
Renger, eds. (Frankfurt, 1977), pp. 72-93. 
334 Dom T. Symons, trans., The Monastic Agreement of the Monks and Nuns of the English Nation 
(London: Thomas Nelson and Sons Ltd, 1953), pp. 44-52. The earliest textual source for the (para)liturgical 
ceremonies of Easter Week in England is in the Regularis Concordia, which was composed at Winchester 
during the national monastic revival of the tenth century in 970.  Additional evidence for the performance 
of the Easter rites is from the the mid-twelfth century: Bishop Henry of Blois of Winchester, the likely 
patron of the Holy Sepulchre Chapel, gifted a “pixis eburnean in qua pomitur Corpus Domini in Parasceve” 
to the cathedral treasury. See E. Bishop, Liturgica Historica (Oxford, 1918), p. 401; Lee, pp. 19-20; Park, 
“Wall Paintings,” p. 50. 
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The east wall’s fresco program is a narrative sequence of images of the death and 
resurrection of Christ, following the Passion.  The upper register of the east wall is 
occupied by the Deposition – the removal of Christ’s dead body from the cross at Calvary 
(Fig. 35).  Below the Deposition is the Entombment, prominently situated above the 
chapel’s altar. In fact, the entombed body of Christ is the focal point of the entire scheme 
(Fig. 36).  The state of Christ’s body suggests the ravages of the Passion and Crucifixion; 
his eyes are clasped tightly shut and, even in death, his brow is furrowed in agony.  Christ 
is also displaying the wounds of the Passion, although in the fresco’s current state only 
the side laceration and a puncture wound on the right foot are visible.  Above the body of 
Christ, a small half-figure angel waves a censor over the scene, suggesting a liturgical 
ritual (Fig. 37).  The Entombment scene is bracketed by the Harrowing of Hell on the 
right and the Maries Visiting the Tomb on the left.  The Harrowing is rather difficult to 
make out, but the triumphant Christ is depicted plunging the vexillum into the gaping and 
fanged mouth of Hell.  Left of the Entombment, a lovely angel is shown perched on the 
lid of the sarcophagus announcing the Resurrection to two female figures, who peer over 
his shoulder (Fig. 38).  The exchange between the angel and the two Maries visually 
encroaches upon the Entombment scene (Fig. 39).  Thanks to an ambiguous composition, 
the angel appears to be pointing at the body of the dead Christ in the tomb rather than at 
an empty sarcophagus—the prescribed iconography for the scene.  
The complex arrangement of biblical scenes on the east wall suggests a forceful 
temporal relationship between the imagery, the liturgy and the chapel’s altar.  The 
episodic arrangement of the lower register offers a different kind of narrative reading of 
the biblical story, as the three scenes are out of historical sequence, and the Easter rites 
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demanded adherence to the sequence of events:  Entombment, Harrowing of Hell, Maries 
at the Tomb.335  The Easter drama also required that the tomb be empty on Easter 
morning.336  After stepping back and considering the dynamics of the paintings within the 
three-dimensional space of the chapel, however, the angel also appears to be pointing to 
the chapel’s altar below the scene rather than the body of Christ in the tomb.  This 
powerful temporal relationship between image and altar is by no means unprecedented, 
and it is actually key to understanding how the Holy Sepulchre Chapel served the 
liturgy.337  Consider, for example, the liturgical “entombment” of the consecrated Host on 
Good Friday when the Host would have been placed on the chapel’s altar beneath it 
painted counterpart, the Entombment.  On Sunday morning, the Host would have been 
taken from the Holy Sepulchre Chapel for elevation, leaving the altar devoid of the 
bodily relic.  In other words, while the painted dead body of Christ in the tomb was a 
permanent fixture in the chapel, the Resurrected body of Christ, i.e., the Eucharistic body, 
used in the liturgical ritual was temporary and removable.  
The eastern, specifically Byzantine, derived style and iconography of the twelfth-
century paintings contribute to a contextual reading of the chapel.  Much ink has been                                                         
335 Park actually proposes that the Maries would have been represented directly after the Entombment, 
between it and the Harrowing of Hell. See Park, Wall Paintings, p. 50 and n.113. However, this is 
incorrect.  The narrative sequence was always: Entombment, Harrowing of Hell, Maries at the Tomb, 
which is most certainly the case in Psalter sequences, and it can also be seen in the narrative mosaic 
program at Monreale Cathedral, Sicily.   
336 Walter Oakeshott proposed that the angel is actually pointing at a second, empty sarcophagus positioned 
at the bottom of the tier: the long, brown horizontal stripe below the figure of Christ is “the dark, empty 
interior” of a second sarcophagus.  W. Oakeshott, “The Paintings of the Holy Sepulchre Chapel,” 
Winchester County Record 50 (1981), p. 12.  David Park contends that there is not a second sarcophagus.  
Park states that the dark strip is simply the upper part of the base of the sarcophagus in which Christ is 
being laid.  He also notes that, although it is difficult to clearly see in the twelfth century frescoes, there is 
obviously not a second sarcophagus in the thirteenth century fresco.  See Park, Wall Paintings, p. 39, pp. 
50-1 and n.110.  I agree with Park; I cannot make out a second casket between the slanted lid that the angel 
it sitting on and the sleeping soldiers at the foot of the tier. 
337 For example, see R. Ousterhout, “Temporal Structuring in the Chora Parekklesion,” Gesta XXXIV/1 
(1995), pp. 63-75; and M. Reeve and O. Turner, “Mapping Space, Mapping Time: The Former Vault 
Paintings at Salisbury Cathedral,” Antiquaries Journal 85 (2005), pp. 47-102. 
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spilled trying to locate specific stylistic and iconographic sources for the scheme and to 
attribute the wall paintings to illuminators working in Winchester during the same period, 
namely the artists who worked on the famous Winchester Bible, ca. 1160-85.  The 
stylistic analysis and attribution of the paintings to a so-called Winchester School is 
convincing.338  While direct artistic sources are difficult to determine, the chapel’s 
frescoes generally have been compared to the mosaics of Norman Sicily and various 
portable objects, ranging from ivories and manuscripts to icon paintings produced in 
Byzantium.339  Perhaps more useful than tracking where a specific pictorial motif or the 
style of a drapery fold originated, however, is thinking about the overall Byzantine 
impression of the frescoes as having meaning.  The imported style and iconographic 
content could have been a powerful way to both locate the western viewer in the East, in 
a foreign land, and imbue the chapel with a visual historicity, adding to the authenticity 
of the space as sacred, perhaps even presenting it as a “copy” of the tomb of Christ in the 
Holy Land.  Like the liturgy and the performance of the Easter drama, the wall paintings, 
as visual artifacts, had the capacity to exceed both time and place, allowing the biblical 
past to participate in the present within the medieval walls of the cathedral.   
The Holy Sepulchre Chapel was constructed and painted at the end of an intense 
period of artistic renewal and sacred refashioning at Winchester Cathedral.  The initial 
construction of the Holy Sepulchre Chapel in the 1170s coincides with the relocation of 
many of the cathedral’s prized relics and royal bodies.340  Bishop Henry of Blois (1127-
71) initiated this ambitious project in 1158, and he has been recognized as the patron of                                                         
338 Cf. W. Oakeshott, The Artists of the Winchester Bible (London, 1945); ibid., Sigena: Romanesque 
Paintings in Spain & the Winchester Bible Artists (London, 1972); ibid., Two Winchester Bibles (Oxford, 
1981). 
339 Park, “Wall Paintings,” p. 44. 
340 Cf. D. Keene, Survey of Medieval Winchester, 2 vols. (Oxford, 1984).  
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the Sepulchre chapel by a number of scholars.341  The driving force behind Henry’s 
sacred reorganization of Winchester Cathedral was certainly the increasing demands of 
the Anglo-Saxon cult of St. Swithin.342  Ultimately, Henry’s patronage during this period 
was dedicated to making Winchester a premier and well-defined pilgrimage site. 
The Holy Sepulchre Chapel is a permanent structure that occupied a significant 
position on the pilgrim’s route around the cathedral where it was part of a larger program, 
functioning beyond the Easter liturgy (Figs. 40-41).  In the twelfth-century, Easter 
Sepulchers were portable objects – temporary fixtures – that were traditionally placed on 
the high altar during holy week.343  It is not until the close of the thirteenth century that a 
permanent Easter Sepulchre was installed near the high altar at Lincoln Cathedral in 
1296.344  The Winchester Holy Sepulchre is, for all intents and purposes, a fully 
functional chapel complete with a consecrated altar and room for private prayers and 
devotions of the local community.  Situated across from the Pilgrims’ door in the north 
transept and directly in front of the Pilgrims’ stairs leading around the choir to St. 
Swithin’s new shrine, the Holy Sepulchre Chapel would have been an obvious place of 
interest for visitors, perhaps providing Winchester pilgrims the opportunity to “visit” 
Jerusalem by proxy.  Indeed, the privileged position of the chapel within the cathedral 
                                                        
341 On Henry’s artistic patronage cf. G. Zarnecki, “Henry of Blois as a Patron of Sculpture,” in Art and 
Patronage in the English Romanesque, edited by S. Macready F.H. Thompson (London, 1986), pp. 159.72; 
Y. Kusaba, “Henry of Blois, Winchester, and the 12th-Century Renaissance,” in Winchester Cathedral: 
Nine Hundred Years, pp. 69-79; P. Lindley, “The Medieval Sculpture of Winchester Cathedral,” in idem., 
pp. 99-100.  
342 Winchester Cathedral Cartulary (WCL, MS), item 4; A.W. Goodman, ed. Chartulary of Winchester 
Cathedral (Winchester, 1927), p. 3; J. Crook, “St. Swithin of Winchester,” in Winchester Cathedral: Nine 
Hundred Years, p. 60; M. Lapidge, Cult of St. Swithin (Oxford, 2002). 
343 Sheingorn, “Sepulchrum Domini,” p. 46. 
344 V. Sekules, “The Tomb of Christ at Lincoln and the Development of the Sacrament Shrine: Easter 
Sepulchres Reconsidered,” in Medieval Art and Architecture at Lincoln Cathedral (Leeds, 1986), pp. 118-
131. 
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would have delineated it as a special space, a sacred space, further emphasized, of course, 
by the highly emotive narrative fresco cycle of the death and resurrection of Christ.   
Patronage trends and interests at Winchester Cathedral in the twelfth-century 
suggest a connection between the Holy Sepulchre Chapel and the crusade movement.  
The chapel’s most likely patron, Bishop Henry of Blois was part of a crusader dynasty; 
his father, Stephen of Blois died on crusade at Ramlah in 1102.  Interestingly, Stephen 
was harshly castigated as a deserter of the First Crusade, because he fled from the 
battlefields of Antioch in 1098, but he returned to the Holy Land a few years later to 
reclaim his name and honor.  By the 1140s, Stephen of Blois was recognized as a (more 
or less) virtuous and faithful crusader knight, who aided in the liberation of Jerusalem 
and the establishment of a good and legitimate king on the English throne.  In a letter to 
Bishop Henry written ca. 1143 regarding support for King Stephen over Matilda, the 
English baron Brian Fitzcount implored Henry to examine the deeds of his famous 
crusading father as a model and support a legitimate ruler for the throne of England.345  
Henry’s crusader heritage thus could have inspired his desire to commission a Jerusalem-
inspired monument for his cathedral.  Scholars have also proposed a historical 
explanation directly related to the crusades and the Holy Land for the construction and 
decoration of the chapel.  In 1185, Heraclius, the Patriarch of Jerusalem, offered King 
Henry II the throne of Jerusalem and gave him the keys to the Holy City and the Church 
of the Holy Sepulchre after a meeting in Winchester.346  Park suggests that the chapel was                                                         
345 Tyerman, England and the Crusade, pp. 23-24; H.W.C. Davis, “Henry of Blois and Brian Fitzcount,” 
English Historical Record 25 (1910), pp. 301-3. 
346 Annales Monasterii de Wintonia (Rolls Series, 36, Annales Monastici, 2), edited by H.R. Luard 
(London, 1865), p. 62; Giraldus Cambrensis, De Principis Instructione Liber (Rolls Series, 26, Giraldi 
Cambrensis Opera, 8), edited by G.F. Warner (London, 1891), p. 203.  See L.M. Ayres, “The Work of the 
Morgan Master at Winchester and English Painting of the Early Gothic Period,” The Art Bulletin 56:2 
(1974), p. 213. 
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built to commemorate this event and even to receive the token keys.347  Of course, the 
current dating of the twelfth-century paintings and fabric of the chapel to the 1170s 
makes this tenuous connection unlikely.  It is safer to associate the space and narrative 
cycle with general interest in the crusades during this period.   
In the first quarter of the thirteenth century, there was renewed interest in the 
Holy Sepulchre Chapel, which was enlarged and repainted, probably due to the patronage 
of another crusader-bishop of Winchester, Peter de Roches.  Peter des Roches was one of 
the leaders of the English crusaders and the bishop of Winchester between 1205 and 
1238.348  Des Roches took up the cross in 1221 to join the crusade to Damietta, but the 
fall of Damietta later that year delayed his expedition until 1227.349  Nevertheless, much 
of his religious patronage in the 1220s was related to his interest in the crusade.  As 
Nicholas Vincent has shown, des Roches marked his departure on crusade with gestures 
of pious largesse: he increased his alms-giving, made more lasting benefactions for the 
preservation of his memory, and undertook local pilgrimages, most notably to 
Canterbury.350  His generous patronage of the Holy Sepulchre Chapel also coincided with 
Innocent III’s campaign for localized support of the crusade movement.  During des 
Roches’ tenure, the chapel clearly resonated in the crusader imagination.  It clearly can be 
linked to the English desire for the Holy Land, as both a place and a devotional image, 
nearly fifty years after its initial creation.  
                                                        
347 Park, “Wall Paintings,” p. 51;  
348 N. Vincent, Peter des Roches: An Alien in English Politics, 1205-1238 (Cambridge, 1996).  His 
appointment was confirmed by Pope Innocent III himself on 25 September 1205 
349 Park and Welford, p. 128; E.W. Tristram, English Medieval Wall Painting: The Thirteenth Century 
(Oxford, 1950), p. 166. 
350 Vincent, Peter des Roches, pp. 240-244. 
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The thirteenth-century building campaign altered the elevation and façade of the 
chapel.  The biggest change to the space was the addition of the gothic rib vaulting, 
which gave height to the chapel and created new dynamic spaces for imagery in between 
the ribs of the vaults (Fig. 42).  The chapel’s exterior façade (the north wall of the chapel) 
was opened up to the north transept with large archways.  These changes to the 
architectural structure of the chapel damaged the entire twelfth-century fresco cycle, and 
all of the scenes on the east, south and west walls had to be repainted.  The imagery once 
located on the interior side of the north wall was lost forever.  Much of the chapel’s 
thirteenth-century program survives and thus more can be said about the function of the 
newly renovated space as well as the ideological motivations behind its decorative 
scheme.351  
In the case of the focal east wall, the thirteenth-century artist(s) more or less 
replicated the twelfth century scheme, simply plastering over the damaged paintings and 
repainting them with the same iconographic program (Figs. 43-44 and Table 1).  The new 
Deposition and Entombment preserve the general composition of the earlier versions, and 
the Maries visiting the Sepulchre were maintained to the left of the Entombment above 
the door (still out of sequence).  The Harrowing of Hell, however, was moved to the 
south wall allowing an expanded Entombment scene above the altar.  The stark styling of 
the figures and the Byzantine features of the twelfth-century paintings were abandoned; 
the style of the thirteenth-century paintings is purely gothic.  They have been compared 
to the illuminated manuscripts from the Peterborough workshop of the 1220s and to the                                                         
351 In the 1960s, restoration work was undertaken in the Chapel and the thirteenth century paintings were 
carefully detached from the walls to reveal the twelfth century program below. The thirteenth century east 
wall painting is in good condition and has been attached to the west wall of the chapel where it is now on 
view.  The paintings on the west wall were destroyed when the vault above collapsed during the installation 
of the organ.  For information on the conservation work, see the reports by Eve Baker. 
  132 
vault paintings at Salisbury Cathedral of c. 1235-1245 on purely stylistic grounds, for 
example.352  During this period, clear-cut monumental forms were replaced by thinner 
and flatter figures in mannered poses and Byzantine art was abandoned entirely as an 
artistic model.353  In other words, the new paintings of the Holy Sepulchre Chapel were 
executed in the latest local fashion.  Indeed, there is not the same dramatic treatment of 
the dead body of Christ in the thirteenth century rendering.  He is not displaying the 
wounds of the Passion, and the deeply marked anatomy and rigidity of the body were 
replaced by softly molded flesh and a relaxed reclining pose; Christ’s body is still lifeless 
but it appears unmarked.  As a result, in the thirteenth century, the east wall of the Holy 
Sepulchre Chapel no longer emphasizes the bodily devastation of the Passion.  Rather it 
celebrates the glory of the Resurrection in the perfect, sacrificial body of Christ invoked 
by the magisterial image of Christ Pantocrator painted prominently in the vault above the 
Deposition-Entombment narrative (Fig. 45).  This shift in interest was also signified by 
the carved boss of the Agnus Dei in the keystone of the eastern vault.  The Pantocrator 
and the Lamb of God are typological elements that immediately suggest a liturgical space 
and the Eucharistic liturgy.  A long visual tradition rooted in Early Christian and 
Byzantine church decoration places Christ in the center of the apse and the Agnus Dei at 
the summit of ritual space on a vault or soffit.354  Both images communicate directly with 
the altar below—the nucleus of the liturgical rituals – thereby emphasizing the chapel’s 
role in liturgical celebrations.  The remaining scenes included on the vault in roundels 
                                                        
352 Park, “Wall Paintings,” p. 48; Reeve and Turner, “Mapping Space, Mapping Time,” esp. p. 57 and p. 75. 
353 See R. Marks and N. Morgan, The Golden Age of English Manuscript Painting 1200-1500 (New York, 
1981), pp. 9-10. 
354 See Lyman, p. 77. 
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were the Annunciation, the Nativity and the Annunciation to the Shepherds, 
supplemented by portrait busts of prophets and kings (see Table 3.1).  
The twelfth-century paintings of the chapel’s south wall are either unknown or 
remain unidentified, with the exception of a dramatic representation of the Resurrection 
of the Dead in the upper gable of the western bay and a grotesquery on the dado in 
between the two bays.355  The thirteenth-century paintings of the south wall, however, are 
well preserved and link thematically to the liturgical function of the chapel. The entire 
south wall scheme is dominated by images of triumph and resurrection, prophecy and 
fulfillment.  The upper gable of the eastern bay south wall depicts Christ’s Entry into 
Jerusalem (Fig. 46).  In the image, Christ is depicted riding towards the city of Jerusalem, 
as the faithful remove their outer garments and spread them out on the road before him.356  
Park identifies the second scenes as the Raising of Lazarus.  Traditionally, the Raising of 
Lazarus and the Entry into Jerusalem flagged the beginning of a Passion cycle, but here 
they do not logically function within a narrative sequence and they are out of historical 
order: Christ raised Lazarus from the dead before his triumphant entry into Jerusalem.357  
The Raising of Lazarus was a general affirmation to the faithful of Christ’s salvific 
authority, and it was the first event in the Christian triumph over death.  This                                                         
355 The only other finished painting from the twelfth-century south wall scheme is a mitred head discovered 
under the thirteenth-century paintings on the eastern bay of the south wall. Beneath this level, the 
conservationists also uncovered a sinopia drawing (a red outline sketch on the base layer of plaster) for 
three narrative scenes, each set under a canopy.  Park makes a valiant attempt to interpret these as scenes 
from a Passion narrative, but his reading of the very enigmatic visual evidence is tenuous and must remain 
hypothetical.  Of course, it would make narrative sense for the south wall of the twelfth-century scheme to 
feature Passion imagery, culminating in the Deposition and Entombment on the east wall, but narrative 
logic was not necessarily the ultimate goal of the chapel’s program, as evident in the arrangement of the 
east wall scenes.  Pushing the Passion cycle theory, he also suggested that the chapel’s west wall featured a 
Crucifixion scene in the twelfth century, however, the western bay of the south wall was painted with an 
image of the Resurrection of the Dead (which is extant), not Passion imagery.  See Park, “Wall Paintings,” 
pp. 39-42. 
356 This is described in the Gospels (Matt. 21:1-7; Mark 11:1-19; Luke 19:29-48; John 12:12-19). 
357 Park, “Wall Paintings,” p. 42. 
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identification could also be a misreading of the image altogether.  In the Gospels, 
immediately following his entry into Jerusalem, Jesus enters the Temple, cleanses it and 
reaffirms it as a place of prayer.  This could correspond to the gable image of Jesus 
kneeling and gesturing towards the now unidentifiable mound interpreted by Park and 
Tristram as Lazarus in the tomb.358  The Gospel of John, however, layers the Lazarus 
story with the Entry into Jerusalem (John 12:9-18), perhaps accounting for the narrative 
arrangement.  The people of Jerusalem only come out to meet Jesus after they hear 
testimony that he raised Lazarus from the dead.359  
 If the scene does depict the Raising of Lazarus, then it logically would relate to 
the resurrection imagery adjacent to it in the western bay of the south wall, as a thematic 
way to unite the chapel’s two bays.  In the twelfth century, the western bay was painted 
with the Resurrection of the Dead (still extant but badly scored and coated with a heavy 
layer of wax).  This fresco was badly damaged by the new vaulting and was replaced by a 
more pointed image in a roundel of a lone human soul accompanied by a demon, 
presumably on its way to Hell.  These two Resurrection images certainly would 
correspond nicely to the Raising of Lazarus story.  
In the recess just below the soul being dragged to Hell, there is a four-part 
pictorial cycle of the martyrdom of St. Katherine of Alexandria (Fig. 47).  In the first 
scene, badly damaged, Katherine is depicted with the wheel, the instrument of her torture, 
which was miraculously destroyed by her touch.  In the second scene, the Roman                                                         
358 Park, “Wall Paintings,” pp. 42-43, following Tristram, p. 165. 
359 John 12:14-18: And Jesus found a young ass and sat upon it, as it is written: Fear not, daughter of Sion: 
behold thy king cometh, sitting on an ass's colt. These things his disciples did not know at the first: but 
when Jesus was glorified, then they remembered that these things were written of him and that they had 
done these things to him. The multitude therefore gave testimony, which was with him, when he called 
Lazarus out of the grave and raised him from the dead. For which reason also the people came to meet him, 
because they heard that he had done this miracle. 
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emperor Maximinus beheads Katherine with a sword (Figs. 48-49).  This is followed by 
representations of her body being carried by an angel to Mount Sinai and the preservation 
of her body at the monastery.  This is the earliest surviving St. Katherine cycle in 
England, but her appearance in the Holy Sepulchre Chapel is certainly fitting, as the 
eastern martyr was strongly connected to the crusades and the devotional practices of 
crusaders.360  Indeed, it is tempting to interpret Katherine’s appearance in the chapel as 
simply a nod to the East, but the cult of St. Katherine of Alexandria was already an 
integral part of local religious culture at the time the cycle was painted.  As Christine 
Walsh shows in her book on the cult of St. Katherine in western Europe, the saint appears 
in the calendar of a Psalter from Winchester by c. 1060, and Winchester also possessed 
one of the few pre-1200 manuscripts produced in the West to contain her Passio.361  
Therefore, the Katherine cycle could have functioned on two levels, as an image of an 
eastern saint associated with international crusading and as a narrative well known by and 
specific to the local community.     
Through the two economic images of the solitary soul en route to hell and the 
martyrdom of St. Katherine, the complex theology of the Resurrection of the Dead was 
distilled in order to relay a simple dichotomy: the faithful go to Heaven and the wicked 
go to Hell.  Again, the image cycle in the western bay of the south wall complemented 
the Lazarus story in the eastern bay.  The revivified Lazarus, like the alighted soul of St. 
Katherine, prefigures the resurrection of the faithful dead at Last Judgment.362  
                                                        
360 Park and Welford, p. 128; Tristram, p. 167.   
361 C. Walsh, The Cult of St. Katherine of Alexandria in Early Medieval Europe (Aldershot, 2007), pp. 101, 
106. 
362 See P. Binski, Medieval Death: Ritual and Representation (London, 1996), pp. 8-9. 
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In the recess below the Entry into Jerusalem and the Raising of Lazarus on the 
south wall are two of the most important and frequently visualized post-Resurrection 
stories in both art and drama (Fig. 50).  Just below the Entry is the Harrowing of Hell, 
which had been painted on the east wall in the twelfth-century scheme.  The iconography 
and composition of the twelfth-century depiction were retained in the thirteenth-century 
fresco, although, as Park notes, Christ’s stance is even more valiant and he is vigorously 
plunging the vexillum into the Hell mouth.363  Christ is also displaying the wounds of the 
Passion.  Here, the Harrowing of Hell is emphasized as the exulted fulfillment of Christ’s 
Passion and his prophetic promise to his disciples.  The image is thematically linked to 
the triumphal entrance of Christ into Jerusalem depicted directly above.  Corresponding 
to the Lazarus episode in the lower tier is the Noli me Tangere – Christ’s appearance to 
Mary Magdalene in the garden as the Resurrectus.  Both compositions reveal, in 
isolation, the interactions between Christ and one of his disciples, visually and 
thematically uniting the two tiers (Fig. 51).  The juxtaposition of the Raising of Lazarus 
and Christ’s appearance to the Magdalene brought the theme of resurrection full circle, as 
Lazarus’s miraculous resurrection was a prefiguration of Christ’s prophesized 
resurrection.  The Noli me Tangere together with the Harrowing of Hell is the climactic 
conclusion to the cycle of images –Deposition, Entombment and Maries at the Tomb – on 
the adjacent east wall.  The planner of the south wall clearly thought about both narrative 
and theme in determining which scenes to add to the program, allowing the images to 
play off one another in myriad ways to promote different readings.  It is unfortunate that 
the frescoes of the west and north walls of both schemes were destroyed, as they would 
have certainly shed additional light on the sophisticated pictorial dynamics of the chapel.                                                              
363 Park, “Wall Paintings,” p. 42. 
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In sum, the thematic prerogatives of the Holy Sepulchre Chapel’s twelfth and 
thirteenth century fresco cycles were consistent with one another.  Both schemes 
emphasized death and resurrection, prophetic fulfillment, triumph through faith and 
Christ’s sacrifice.  Also, they both played to the liturgical function of the space.  There 
was even a desire to vigilantly preserve the pictorial content of the twelfth-century cycle 
in the thirteenth century, perhaps to facilitate functional and ideological stability of the 
space as an historical monument and as a monument to Jerusalem.  Ultimately, it is 
through the complex interplay between liturgical ritual, pictorial narrative, painterly style 
and architectural space that the twelfth-century Holy Sepulchre Chapel at Winchester 
should be understood as a “copy” of the Church of the Holy Sepulchre in Jerusalem.  The 
chapel attempted to re-create a multi-sensory experience of visiting Jerusalem and the 
Tomb of Christ, not simply to evoke the formal features of the city’s most sacred 
building.  In the thirteenth century, the chapel arguably functioned in much the same 
way, although the form of its architecture and the style of its paintings were 
domesticated.  The addition of the vaulted ceiling transformed the tomb-like receptacle 
into a more traditional private chapel.  
The remodeling of the chapel should be understood in the context of the 
rebuilding of the entire east end of the cathedral, which included the construction of 
vaulted chapels with painted decoration.  Indeed, there is a strong visual connection 
between the Holy Sepulchre Chapel’s vault program, with the roundels containing images 
of the early life of Christ and prophet busts, and the painted vaults of the Guardian 
Angels Chapel of c. 1230, which featured large- and medium-sized roundels with angel 
busts (Fig. 52).  As Park and Welford point out, it was a trend in thirteenth-century 
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England for liturgically important parts of the great churches to have vaults painted with 
figural decoration (often in roundels).364  Thus, in the thirteenth century, the chapel was 
reconfigured in order to further stand out as an important liturgical space and to 
correspond to the new chapels in the gothic east end, unifying the path around the 
cathedral. 
While generally considered less sophisticated stylistically than the twelfth-century 
paintings, the thirteenth-century paintings maintain the function of the twelfth-century 
program of decoration by complementing both the liturgy and the dramatic rituals of 
Easter week.  Following Jonathan Z. Smith’s discussion of ritual theory, story, ritual, and 
place were one in the historical city of Jerusalem. 365  In other words, biblical history, 
ceremony, and the holy site could merge in the imagination of the 
visitor/spectator/performer.  Inside Winchester Cathedral, the Holy Sepulchre Chapel 
encouraged a union between narrative, ritual and place in the minds of the faithful, from 
members of the local monastic community to visiting pilgrims.  The liturgical function of 
the chapel coalesced with the visual representations of the Deposition, Entombment and 
Resurrection to make the biblical events and holy persons spiritually present in the space.  
Furthermore, the frescoed space was an interactive landscape, much like the city of 
Jerusalem itself.  It allowed the viewer to progress through major events of Christ’s 
Passion, from Deposition to Entombment, in order to facilitate memory and public and 
private devotion to the Holy Land.  The thirteenth-century visitor, however, experienced 
Jerusalem in a more localized space, with the gothic vaulting and frescoes.  In both 
                                                        
364 Park and Welford, p. 129.  This is epitomized in the vault paintings of Salisbury Cathedral’s eastern end, 
which were influenced by the painting programs at Winchester.  See M.M. Reeve, Thirteenth-Century Wall 
Painting of Salisbury Cathedral: Art, Liturgy and Reform (Woodbridge, 2008). 
365 J.Z. Smith, To Take Place: Toward Theory in Ritual (Chicago, 1987), p. 86. 
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periods, the Holy Sepulchre Chapel at Winchester was certainly one of the most 
innovative and imaginative visualizations of Jerusalem in England, an image of 
Jerusalem that was flexible and adaptable over time.    
   
3.3 Virtual Travel to the Holy Land: Matthew Paris’s Itineraries and Maps 
 The thirteenth century witnessed new attempts to visualize and ultimately map the 
geographic relationship between the British realm and the Holy Land.  In the 1250’s, 
Matthew Paris (c. 1200-1259), a monk of the Benedictine abbey of St. Albans north of 
London, produced a series of pictorial itineraries from the city of London to the Holy 
Land, which included detailed maps of the last crusader stronghold of Acre and the holy 
city of Jerusalem (Figs. 53-55).  These itineraries and maps were included among the 
prefatory material in his ambitious chronicles.  Matthew was the most prolific English 
chronicler of the thirteenth century.  He left us with three autograph volumes of his 
universal history, the Chronica majora (Cambridge, Corpus Christi College Mss. 26 and 
16 and London, British Library MS Roy. 14. C. VII), and a history of the English people, 
the Historia anglorum (London, British Library MS Roy. 14. C. VII), all four of which he 
personally illustrated.366  He also authored and illustrated saints’ Lives for both monastic 
and courtly use and local histories of his English house.367  The Chronica majora was the                                                         
366 The third volume of the Chronica majora is bound with the Historia anglorum in London, British 
Library MS Roy. 14. C. VII. The first half of the codex, folios 6-156, contains the text of the Historia 
anglorum, and folios 158v-218 contain the third volume of the Chronica majora, covering the years 1254-
1259. The third volume of the chronicle has lost its original gutter, as the folios were cut out of the original 
binding, and it was probably not intended to be bound with the Historia anglorum (the Historia anglorum 
section has red quire numbers throughout; the Chronica majora section does not). On Matthew’s 
authorship and illustration of these manuscripts, the primary authority remains Richard Vaughan, Matthew 
Paris (Cambridge, 1958). 
367 The fourteenth-century Latin Life of Saint Edmund in the British Library (Cotton Ms. Julius D. VI) is 
believed to be a copy of one written by Matthew Paris.  Also associated with Matthew Paris are a group of 
saints’ Lives in Anglo-Norman verse: Life of St. Alban (Dublin, Trinity College Ms. E i 40, ff. 29-50); Life 
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most comprehensive history written to date in thirteenth-century England, covering the 
period from Creation to Matthew’s death in 1259.  Less than half the text was, however, 
Matthew’s original work: it is only from the year 1236 that the Chronica majora is 
independent from all known literary authorities.368  For the last twenty-three years 
covered in the chronicle, Matthew wrote within a few years of the events he was 
recording; his narratives are detailed, well-informed and supported by a wealth of 
primary documents and interviews.  His writing style was also overtly personal, as he 
often makes a point of telling his reader that he was an “eyewitness” of an event.  Under 
his skilled pen, history writing was taken out of its generic confines, as Matthew was a 
storyteller who served the narrative complexity and high moral drama of his time; thus, 
his conception of the historical chronicle was both colorful and literary.  While scholars 
have rightly challenged Matthew’s unbiased presentation of fact, of history, his Chronica 
majora certainly reveals something of the English mentalité during his lifetime.   
 Matthew illustrated the margins of his historical chronicles with an array of 
unique images, ranging from symbols, icons and pictured narratives to caricatures of 
good and bad kingship.  The visual material in Matthew’s chronicles is dense.  For 
example, in the second volume of the chronicle (Cambridge, CCC Ms. 16), covering the 
years 1189 to 1253 on 281 folios, the text is accompanied by 101 tinted illustrations, 78 
painted shields, 23 crowns, 20 swords, 5 lances, 77 miters and crosiers, and 5 papal 
staffs.  These visual additions literally litter the margins of the large-format codex, 
                                                        
of St. Edward the Confessor (Cambridge, University Library Ms. Ee iii 59); Life of St. Thomas Becket 
(Wormsley Hall Library, Becket Leaves); Life of St. Edmund (Welbeck Abbey Ms.), which was a literal 
translation of his Latin Life into Anglo-Norman. See Vaughan, pp. 159-181.  Among these, only the Life of 
St. Alban is considered to be written and decorated by Matthew’s own hand.  The Life of St. Edward and 
the Life of St. Thomas Becket are probably later copies. 
368 A. Gransden, Historical Writing in England c. 550 to c. 1307 (Cornell, 1974), p. 359-60. 
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guiding, amplifying and manipulating the reading of the text.  Matthew’s massive 
illustrated chronicle functions as a “monumental stage” on which historical facts and the 
religious imagination participate together in a dynamic visual and textual drama.369  
Moreover, for Matthew, the Latin chronicle provided a means of shaping both time and 
memory, and more fundamentally a means of promoting a specifically moral view of the 
world, a morality conveyed through incisive anecdotes encoded in the text and 
illustrations.370  A range of prefatory material including maps, itineraries, diagrams, 
genealogies of the English kings, liturgical tables and calendars and the occasional 
devotional image open each volume of the Chronica majora.  This material, as Lewis has 
suggested, was Matthew’s effort to provide a fuller and more precise visual sense of 
geographical context for his vast universal chronicle, with the maps and itineraries in 
particular acting as a compendium of imagines mundi, providing a unique cartographic 
guide to the history of the world, as Matthew knew it.371 
Matthew’s cartographic achievements – his itineraries from London to Apulia, his 
maps of the region of the Holy Land, and of Britain – justly have received much art 
historical attention.372  As powerful new visions of the Holy Land and, I believe, as 
engaging landscapes for virtual crusading in mid-thirteenth century English monastic 
culture, they echo contemporary trends in both meditative monastic practices and                                                         
369 S. Lewis, The Art of Matthew Paris in the Chronica Majora (Cambridge, 1987), p. 2. 
370 Binski, Westminster Abbey and the Plantagenets, p. 121. 
371 Lewis, Matthew Paris, p. 52. 
372 Suzanne Lewis certainly set the stage for the close art historical study of Matthew’s maps, Matthew 
Paris, pp. 321-376.  In just the last ten years, exceptional studies have appeared by:  D.K. Connolly, The 
Maps of Matthew Paris: Medieval Journeys through Space, Time and Liturgy (Boydell, 2006); ibid., 
“Imagined Pilgrimage in the Itinerary Maps of Matthew Paris,” Art Bulletin 81:4 (1999), pp. 598-622; K. 
Breen, “Returning Home from Jerusalem: Matthew Paris’s First Map of Britain in Its Manuscript Context,” 
Representations 89 (2005), pp. 59-93; and M. Gaudio, “Matthew Paris and the Cartography of the 
Margins,” Gesta 39 (2000), pp. 50-57.  See also D. Birkholz, The King’s Two Maps: Cartography and 
Culture in Thirteenth-Century England (New York; London, 2004); P.D.A Harvey, “Matthew Paris’s Maps 
of Palestine,” in Thirteenth Century England VIII, edited by M. Prestwich, R. Britness and R. Frame 
(Boydell, 2001), pp. 165-177. 
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spiritual crusade propaganda.  Like most medieval maps, Lewis has noted, those in the 
Chronica majora are not independent scientific documents, and she has argued that 
Matthew devised his itineraries and maps to accompany and clarify the written historical 
text.  Indeed, almost every place name found on the maps and itineraries occurs in the 
text of the chronicle, and the maps thus had the potential to “transform the chaotic jumble 
of geographic locations into coherent visual patterns of spatial relationships.”373  In the 
earliest publications about Matthew’s itineraries and Palestine maps, they were 
interpreted as pilgrimage guides from London to Rome and the Holy Land.  Lewis’s 
more historical reading of the maps was drawn from Konrad Miller’s early assertion that 
the itineraries from London to Apulia were separate documents from the Palestine maps, 
seen together only through their juxtaposition in the manuscript (Fig. 56).  There is no 
codicological evidence that suggests this separation, however, only the change in format 
from strip-itinerary to map.  Miller contended that the Palestine maps or, more 
appropriately, the maps of the Crusader Kingdom were not actually cartographic 
conclusions to the strip-map itineraries.374  The London-Apulia itinerary was thus 
interpreted in the context of a historical moment: the papal offer of the crown of Sicily to 
Richard of Cornwall in 1253.375  However, on the final page of the itinerary map in CCC 
Ms. 26 (fol. iii), Matthew provided a visual/textual link between Apulia and the Palestine 
map, drawing attention to the road linking Apulia via the city of Otranto to the Adriatic                                                         
373 Lewis, Matthew Paris, p. 322. 
374 K. Miller, Mappae Mundi: die ältseten Weltkarten, III (Stuttgart, 1895), p. 85.  C.R. Beazley had the 
same interpretation, The Dawning of Modern Geography (London, 1897-1906), 2.588. The pilgrimage 
function of the itineraries/maps was first proposed by H. Michelant and G. Reynaud, Itinéraires à 
Jérusalem, rédigés en francais aux XIème, XIIème et XIIIème siècles. Société de l’orient latin, Série 
géographique 3 (Geneva, 1882), pp. xxiii and 125-139. 
375 Vaughan, Matthew Paris, p. 248; Lewis, Matthew Paris, p. 324, i.e., in the Historia anglorum Matthew 
wrote: “Apulia, that is, the kingdom Earl Richard, brother of the king of England, was offered the crown of 
all this country… This was in the time of Pope Innocent IV, who made him the offer in the year of grace 
1253.” 
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Sea and eventually to the crusader stronghold of Acre with a unique symbol (Figs. 57-
58).376  Therefore, the multi-folio journey from London to southern Italy in Ms. 26 
certainly is concluded with a visit to Palestine, the viewpoint now generally accepted by 
scholars.  The fragmentary itinerary in the second volume of the Chronica majora 
(Cambridge, CCC Ms. 16) and the complete itinerary in the Historia anglorum (BL, Ms. 
Roy 14. C. VII) both direct the reader-viewer from Otranto in Apulia towards 
Constantinople and other cities on the Adriatic, notably not directly to Syria-Palestine.377  
Nevertheless, both cartographic routes ultimately propel the reader-viewer eastward, 
where the crusader city of Acre and the holy city of Jerusalem were the logical endpoints 
to the journey.  
Matthew’s itineraries and maps certainly had the capacity to function separately 
from or even beyond the historical text, as self-contained interactive routes from England 
to the exotic East.  In current scholarship, the prefatory maps are again being interpreted 
as pilgrimage guides to the Holy Land, but as innovative guides for imaginative or virtual 
pilgrimage rather than actual pilgrimage.  Deviating from Richard Vaughan and Suzanne 
Lewis’s secular readings of Matthew’s cartography, Daniel Connolly suggests that the 
maps should be examined in the context of their religious or devotional content and 
monastic production.  Connolly convincingly locates the itineraries within influential                                                         
376 Lewis, Matthew Paris, p. 325. 
377 In poor condition, all that survives of the CCC Ms. 16 itinerary from London to Apulia and Palestine 
map is the top half of the folio with the Pontremoli-Rome-Apulia itinerary (fol. iiir) and the top half of the 
Syria-Palestine map opening (ff. iiiv-ivr).  The itinerary, Palestine map and map of Britain in the British 
Library manuscript (Ms. Royal C. 14. VII) were removed from the parent volume, that is the text of the 
Historia anglorum and the third volume of the Chronica majora.  There is a fourth, less complete version 
of the itinerary in Matthew’s Liber additamentorum (BL, Ms. Cotton Nero D. I, ff. 183v-184r), which 
features the route from London to Otranto only in six columns on one bifolio; in other words, this itinerary 
is not bound with a map of Palestine, etc.  The codex is a compilation of three separate tracts, all by 
Matthew Paris, probably bound together in the 1250s.  Its itinerary has received little scholarly attention, 
although it is regarded as an early “sketch” version of the itineraries in the Chronica majora and should be 
considered unfinished.  See Connolly, Maps of Matthew Paris, p. 19 (see Table 1), p. 61 and n. 35. 
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monastic trends and teachings of the twelfth century, which stress interior rather than 
exterior actions in monastic devotional practices.378  As Giles Constable demonstrated, 
there was strong opposition to international pilgrimage beginning in the eleventh century 
and growing in the twelfth century with the rise of the Benedictine and Cistercian 
orders.379  Monasticism, which stressed enclosure, stability and the heavenly Jerusalem, 
ultimately could not be reconciled with pilgrimage and crusading, which conversely 
focused on exteriority, instability and the earthly Jerusalem.  “It is the vocation of a 
monk,” wrote Bernard of Clairvaux, “ to seek not the earthly but the heavenly Jerusalem, 
and he will do this not by setting out on his feet but by progressing in his dispositions.”380  
While influential monastics, including St. Bernard and Peter the Venerable, supported 
Holy Land pilgrimage and the crusade movement, the monastic vow was viewed as 
superior to the vows taken by pilgrims or crusaders: … “to visit Jerusalem where the 
Lord’s feet stood is good, to look towards the heavens where He is seen face to face is 
better.”381  Linking these prevalent viewpoints to the itineraries’ formal features and 
monastic context, Connolly reinterprets Matthew’s “cartographic landscapes” within the 
paradigm of imagined pilgrimage.  He persuasively suggests that the “maps, with their 
added flaps, their emphatic directionality, and specially designed format, emphasize a 
bodily projection into their spaces, and so encouraged the viewer to place himself on the                                                         
378 Connolly, Maps of Matthew Paris and “Imagined Pilgrimage,” as in note 72.  See also Connolly, “At the 
Center of the World: The Labyrinth Pavement of Chartres Cathedral,” in Art and Architecture of Late 
Medieval Pilgrimage in Northern Europe, and the British Isles, edited by S. Blick and R. Tekippe (Leiden: 
Brill, 2005), pp. 285-314; Connolly, Imagined Pilgrimage in Gothic Art: Maps, Manuscripts and 
Labyrinths, Ph.D. Diss. (University of Chicago, 1998).  Connolly was ultimately following the ideas 
presented by J. LeClercq, “Monachisme et peregrination du IXe au XII siècle,” Studia Monastica 3 (1961), 
pp. 33-52 
379 G. Constable, “Opposition to Pilgrimage in the Middle Ages,” Studia Gratiana 19 (1976), pp. 125-146. 
380 The Letters of Saint Bernard of Clairvaux, translated by B. Scott James, 2nd ed. (Kalamazoo, 1998), 
Letter 431.   
381 The Letters of Peter the Venerable, edited by G. Constable, Harvard Historical Studies 78 (Cambridge, 
Mass., 1967), p. 152. 
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page and on the road to Jerusalem.”382  The maps accomplish this by structuring the 
reader-viewer’s experience using liturgical strategies.  Connolly suggests that the overall 
format of the itineraries produced “liturgy-like movements” through the geography, 
culminating in a complex, figural vision of Jerusalem that, like liturgy collapsed time – 
biblical past, historical present and apocalyptic future.383  These maps functioned as a 
devotional or mental vehicle for the monastic reader-viewer to visit the distant holy 
places, albeit virtually, and to position England both physically and historically in 
relation to major cities like Rome, Acre and Jerusalem. 
The recent work of Suzanne Yeager suggests that the devotional exercises related 
to interior pilgrimage, such as those outlined by Connolly, were adapted to promote 
interior crusading – “crusades of the soul.”  As hopes of re-conquering the earthly 
Jerusalem diminished after the fall of Acre in 1291, Yeager notes, English authors began 
producing texts urging the reader to “capture” and “besiege” the holy city in their minds, 
layering promotional crusade rhetoric with the devotional language of imagined 
pilgrimage.384  Following Dee Dyas’s important survey of English pilgrimage literature, 
Yeager concludes that imagined pilgrimage or, to use Dyas’s terminology, inner 
journeying was an important component of fourteenth- and fifteenth-century religious 
experience.  Focusing on Middle English literature, both Dyas and Yeager found interior 
pilgrimage a common goal among diverse popular, mystical and devotional texts, ranging 
from the Scale of Perfection and the Book of Margery Kempe to Richard, Coer de Lyon 
                                                        
382 Connolly, Maps of Matthew Paris, p. 2. 
383 Connolly, Maps of Matthew Paris, p. 128. 
384 Yeager, Jerusalem, p. 13. See also S.M. Yeager, England’s Quest for Jerusalem: Fourteenth-Century 
Literature of Crusade and Pilgrimage, Ph.D. Diss. (University of Toronto, 2004). 
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and the Book of Sir John Mandeville.385  Monks, anchorites, mystics and lay people alike 
were being encouraged to “withdraw from the world around them in order to travel 
inwardly.”386  These later medieval texts were, of course, influenced by mystical and 
monastic writings of the previous two centuries, such as the writings of Bernard of 
Clairvaux and the influential treatise by Bonaventure (c. 1217-74) Itinerarium Mentis in 
Deum, which describes the stages of one’s “interior progress” (gradus interiors) towards 
an “interior Jerusalem” (in interiori Hierosolyma).387  
It was Yeager’s broader goal to flesh out the intersections between pilgrimage and 
crusade, both actual and virtual, in late medieval England.  She shows that outward 
performances of both crusade and pilgrimage were turning inward, as evident in 
fourteenth-century literature.388  For example, in Guillaume de Deguileville’s Pèlerinage 
de la vie humaine (c. 1330-1) and its Middle English translation, The Pilgrimage of the 
Lyfe of the Manhode (c. 1335), the traditionally unarmed pilgrim is required to “take up 
weapons as a crusader against the brutal onslaught of vices before he can win internal 
peace, not only in the heavenly Jerusalem, but also in his earthly home.”389  Yeager 
suggests that Guillaume’s text was influenced by St. Bernard’s De laude novae militiae 
ad milites templi, the influential letter he wrote in support of the Templar Order between 
                                                        
385 D. Dyas, Pilgrimage in Medieval English Literature, 700-1500 (Cambridge: D.S. Brewer, 2001), pp. 
205-231.  
386 Dyas, p. 206. 
387 See Dyas, pp. 215-216. Bonaventure, Itinéraire de l’esprit vers Dieu, edited by H. Duméry (Paris, 
1990), I.1 and VII.1. 
388 This was the major goal of her dissertation, Yeager, England’s Quest, p. 21. 
389 Yeager, Jerusalem, pp. 136-137. This text was popular in both France and England in the fourteenth 
century: there are over 50 extant French manuscripts and at least nineteen English. Guillaume de 
Deguileville, Pèlerinage de la vie humaine, edited by J.J. Stürzinger, Roxburgh Club (London, 1895). See 
also the Middle English translation, The Pilgrimage of the Lyfe of the Manhode, edited by Avril Henry 
(New York, 1988); ibid., The Pilgrimage of Human Life, edited/translated by E. Clasby (New York and 
London, 1992). 
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1129 and 1136.390  Bernard’s letter supports both active crusading to the Holy Land and 
internal movement through its sacred landscape.  In the inner struggle for Jerusalem, 
Yeager determined, meditation on the holy places alone was not sufficient for spiritual 
success: influenced by the crusades, the readers were urged to fight, besiege, defeat, or 
take up arms to achieve success in their interior pursuit of Jerusalem.391   
Matthew Paris’s itineraries and maps should certainly be interpreted as means for 
his monastic audience to participate in the crusade movement, to embark on “crusades of 
the soul.”  The process of conflation between external crusades for the earthly and 
spiritual crusades for the heavenly Jerusalem certainly began in the twelfth century, as 
Yeager suggests, in monastic writings such as St. Bernard’s De laude novae militiae ad 
milities templi, but it only truly matured in the thirteenth century, following Innocent III’s 
localized crusading efforts.  Indeed, Matthew was extremely interested in the crusades; 
they visibly ignited his imagination and inspired some of his most transfixing and 
theatrical narrative scenes in the margins of the Chronica majora.  As Michael Gaudio 
has noted, in both the chronicle and the itineraries, the Crusades provide an organizing 
principle for earthly existence.392  It was Matthew’s own historical and spiritual 
investment in crusading, I believe, that inspired his map of Palestine, which is dominated 
by his representation of the great crusader stronghold at Acre, not the holy city of 
Jerusalem. 
The seven-folio itinerary that accompanies the first volume of the Chronica 
majora (CCC Ms. 26) is the most complex and complete of Matthew’s prefatory maps.  
This version preserves the full route from London, through southeast England, to France,                                                         
390 Yeager, Jerusalem, p. 150. 
391 Yeager, Jerusalem, p. 171. 
392 Gaudio, “Cartography of the Margins,” p. 53; Lewis, Matthew Paris, p. 325. 
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Italy (with emphasis on Rome) and then to the Holy Land, ending in Acre and Jerusalem.  
It also contains more historical exposition and textual description than the other versions.  
The first folio (fol. i), divided into two vertical columns, offers a fairly straightforward 
journey from London, situated at the lower-left of the first column with its major 
monuments labeled (seint pol, la tur, le punt de lundres, etc.) and an accompanying 
inscription, up the page to the cities of Canterbury (Canterbure chef des iglises 
dengleterre) and Dover (Dovera) and then across the English Channel and down the 
second column to Calais and the port city of Wissant (Witsand), ending in Beauvais 
(Beuveis) (see Fig. 53 and Fig. 59 for detail of London).393  Over the next two folios (ff. i 
v-ii) the itinerary logically progresses in much the same way through various key cities in 
France (e.g., Seint dinise, Parisis, Sans, Provins, Trois, Seint Gile), across the Alps at 
Mont Cenis (le munt senis kem passé ki va en lumbardie) and into northern Italy, 
maintaining the two-column format throughout.  Matthew indicated the cities or sites of 
interest with simply rendered, generic architectural forms or roughly sketched landscape 
elements, such as mountains, rivers and trees (e.g., Figs. 60-61).  As Connolly has 
observed, with the exception of the texts that describe routes or label them, the various 
cities are remarkably similar to one another: there is a redundancy to them.394  Indeed, the 
itinerary is a series of basic turreted or crenellated structures, sometimes contained within 
city walls or including a tower with a cross to highlight an important ecclesiastical 
building.  The simple and repetitive nature of the first three folios of the itinerary, 
                                                        
393 The legend that accompanies the walled city of London reads: “La cite de lundres ki est chef de 
engleterre. Brutus ki premere inhabita bretainne ki ore est engleterre: la funda e lapele troie la nuvele: Sis 
portes i a es murs et la seite.” Transcribed in Lewis, Matthew Paris, p. 332. 
394 Connolly, Maps of Matthew Paris, p. 70. 
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Connolly posits, creates a visual rhythm that has the potential to economically channel 
the reader-viewer more directly towards the final goal, Jerusalem.395 
The direct, metrical route to the Holy Land, however, becomes more complex 
when the spiritual traveler arrives in southern Italy – the Pontremoli-Rome-Apulia leg of 
the itinerary (see Fig. 56; fol. iii).  First, Matthew added parchment attachments to the 
folio, expanding the area of the map.  The city plan of Rome and the island of Sicily both 
were appended to the itinerary on separate pieces of parchment, requiring the reader-
viewer to physically interact with the manuscript to continue or construct the route by 
flipping out the tags.  Indeed, when the tags are closed in, they conceal a large portion of 
the folio proper, especially the plan of Rome, which was appended to the entire outer 
edge of the folio.  For Connolly, the parchment flaps are important tools that help project 
the monastic viewer into the map by making his mental progression a bodily affair.  Not 
only was the monk required to turn the pages of the large codex to journey through its 
spaces, but he was also forced to navigate these disjointing appendages, which can 
conceal just as much as they reveal depending on their position.396  It can also be 
suggested that the flaps slowed the reader-viewer down in his progress and dwell on 
certain sections of the map.  Second, the two-column format is broken: the right three-
fourths of the folio is covered with a very loosely structured collection of towns, often out 
of sequence or repeated (i.e., Siena appears twice).   
The Apulian region is the clear focus of the right side of the folio: Matthew wrote 
APVLIA larger than the other place names on the folio, making it stand out against the 
                                                        
395 Connolly, Maps of Matthew Paris, p. 70-71.  Connolly developed this theory from Iain Higgins’s 
commentary on narrative structures in Mandeville’s Travels. Iain Higgins, Writing East: The “Travels” of 
Sir John Mandeville (Philadelphia, 1997), p. 38. 
396 Connolly, Maps of Matthew Paris, pp. 75-82. 
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muddle of inscriptions and images, and just below this, he drew a frame around the 
phrase “this is the land of Apulia” (Ci est la terre de poille).  Finally, this section of the 
folio includes extended textual inscriptions, including two sets of directions from the port 
town of Otranto to the East via the Adriatic Sea, the first beside the depiction of Otranto 
and a second below the APVLIA inscription (see Figs. 57-58).  Perhaps realizing the 
increased difficulty in navigating this section of the itinerary, Matthew wanted to offer 
the reader-viewer additional help for finding the route to the Holy Land.  He even 
included an image of an empty boat docked at Otranto, waiting to take the monastic 
traveler across the sea.  Of course, before journeying to the Holy Land, a traveler would 
logically stop in the ancient and sacred city of Rome (ROMA).  Matthew drew the plan 
of the walled city of Rome and wrote a long inscription about the city’s founding and 
history on a separate piece of vellum, which he pasted to the outer edge of the APVLIA 
folio (see Fig. 56).  From Rome, the reader viewer could then progress to Sicily and 
Apulia (Fig. 62 for detail of Rome). 
Matthew was clearly interested in highlighting Apulia and Sicily on the map.  He 
must have recognized the diplomatic, strategic and symbolic significance of both places, 
which featured prominently in his annals throughout the 1250s.  Apulia was the place 
where Emperor Frederick II, “the greatest prince on earth, wonder of the world, and 
worker of miracles,” died on St. Lucy’s Day, 13 December 1250.397  For Matthew, 
Frederick’s death in Apulia was a portent that the apocalypse would occur before the year 
1250 came to a close; Frederick’s death was the ultimate confirmation of Matthew’s 
eschatological expectations.398  In 1254-55, moreover, Sicily and Apulia were at the                                                         
397 MP, CM, 5.190 
398 Lewis, Matthew Paris, p. 268. 
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center of diplomatic negotiations between King Henry III and Pope Innocent IV (1243-
1254).  Richard of Cornwall declined the papal offer for the crown of Sicily in 1253.  
Early in 1254, at the behest of the pope, Henry redirected his plans for a crusade to the 
Holy Land to southern Italy, making a play to usurp the crown of Sicily from the 
Hohenstaufen, on behalf of his second son Edmund.399  The proposed war in Sicily was 
framed within crusade policy, and Innocent IV and his successor, Alexander IV (1254-
1261), offered to let Henry commute his Holy Land vow to the Sicilian business.  The 
diversion of the Henry’s Holy Land crusade (including the funds collected through the 
taxation of his realm) to Sicily was met with strong opposition in England, and members 
of the clergy throughout the England ultimately deemed the cause (i.e., a crusade against 
other Christians rather than Saracens) “not pious.”400  Matthew was also highly critical of 
the venture, always dubious of papal motives in general and dismayed by his king’s 
naivety.401  Nevertheless, he could not fully ignore the potential power the crown of 
Sicily and Apulia would bring to England, especially in gaining the upper hand against 
the increasingly powerful French realm: …“between Apulia and England, France would 
be crushed as between two millstones.”402  As Christopher Tyerman stated, the English 
conquest of Sicily and establishment of Edmund as king could have opened up numerous 
vistas of international power for the Angevins, including the chance to aid the Holy Land 
from a strategic base in the Mediterranean.403  
                                                        
399 See Tyerman, England and the Crusades, pp. 117-122. 
400 Tyerman, England and the Crusades, p. 121. 
401 MP, CM, 5.457-59. 
402 MP, CM, 5.516: “Cogitavit insuper consequenter jura sua ultramarina imperiose reposcere ab eodem et 
potenter readquirere, quia Apuliam et Angliam foret quasi inter duas molas Francia conterenda.” 
403 Tyerman, England and the Crusades, p. 119. 
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After departing from the coastal town of Otranto in Apulia, the reader-viewer of 
Matthew’s itinerary may journey to Sicily, on the strip of parchment attached to the top 
of the folio, or to Acre, the Latin Kingdom and Jerusalem splayed out across the folios of 
the following opening, fols. iiiv and iv in CCC MS 26 (see Figs. 54-55).  The formal 
arrangement of the so-called Palestine map is similar to the last part of the itinerary from 
Pontremoli to Apulia.  The vertical columns, series of generic buildings and overall 
linearity of the itinerary were discarded altogether for a more relaxed and maplike format.  
In these two folios, however, long textual notes fill the negative spaces between the 
landmarks and other pictorial content, which gives the itinerary the appearance of a 
vignetted text.404  Matthew rather compulsively wanted to include as much geographical, 
political, historical and legendary information as he could on the map about this region of 
the world, which would have been physically unfamiliar to his fellow monastic readers.  
Matthew had to use various visual and textual sources (and certainly his 
imagination) to create his Holy Land maps.  P.D.A. Harvey has related aspects of 
Matthew’s Palestine map in CCC Ms. 26, which he refers to as the “Acre map,” to 
famous world maps, in particular those from Sawley, Vercelli, Hereford and Ebstorf.405  
While he does not suggest a direct model-copy relationship between these maps, he 
considers that certain pictorial elements on Matthew’s Palestine/Acre maps could be part                                                         
404 Lewis, Matthew Paris, p. 347. 
405 Harvey, “Maps of Palestine,” pp. 173-174.  For mappamundi in general see J.B. Harley and D. 
Woodward (eds.), The History of Cartography Volume One: Cartography in Prehistoric, Ancient, and 
Medieval Europe and the Mediterranean (Chicago, 1987), pp. 286-370; M. Kupfer, “Medieval World 
Maps: Embedded Images, Interpretive Frames,” World & Image 10:3 (1994), pp. 262-287. For the Sawley 
Map, Harvey, “The Sawley Map and Other World Maps in Twelfth-Century England,” Imago Mundi 49 
(1997), pp. 33-42. For Vercelli, C.F. Capello, Il mappamondo medioevale di Vercelli (1191-1218?), 
Università di Torino, Memorie e Studie Geografici 10 (Turin, 1979). For Hereford, Harvey (ed.), The 
Hereford World Map: Medieval World Maps and Their Context (London: British Library, 2006) and S.D. 
Westrem, The Hereford Map: A Transcription and Translation of the Legends with Commentary, Terrarvm 
Orbis 1 (Brepols, 2001).  For Ebstorf (destroyed in World War II), W. Rosien, Die Ebstorfer Weltkarte 
(Hannover, 1952) and B. Hahn-Woernle, Die Ebstorfer Weltkarte (Ebstorf, 1988). 
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of a shared cartographic language among mapmakers.  For example, on both Matthew’s 
map and the thirteenth-century Ebstorf world map, there is a fantastic depiction of a two-
humped camel situated just east of the city of Acre. And, on both Matthew’s map (in 
CCC Ms. 16) and the Hereford map, a picture of a crocodile was included next to the 
Nile River.406  Many of these maps also have textual commonalities.  As Harvey notes, 
Matthew’s inscriptions describing Africa and the lands shut off by Alexander the Great 
can be paralleled on the Ebstorf and Hereford maps, and may have been copied or 
paraphrased from other world maps or the same literary sources.407  The majority of the 
Palestine/Acre map’s content (both textual and visual), Harvey argues, was probably 
drawn from William of Tyre’s chronicle, in particular the Old French Rothelin 
continuation, which includes a topographical account of Jerusalem and the Holy Land.408  
Danielle Lecoq moreover has suggested that Matthew was influenced by another work by 
William of Tyre, his now lost Gesta Orientalis Principum.409  Of course, visitors to St. 
Albans must be recognized as key sources for Matthew’s representations of the Holy 
Land: in 1240, Richard of Cornwall, crusade leader and Henry III’s brother, visited the 
abbey and, in 1252, a group of Armenians stayed at the abbey.410  Richard of Cornwall, in 
particular, has been acknowledged as a major source of information for Matthew’s 
historical accounts of the crusades of the mid-thirteenth century.  Matthew carefully 
documented Richard’s crusade in the Chronica majora and executed seven illustrations 
                                                        
406 Harvey, “Maps of Palestine,” p. 174.  The crocodile is no long extant on CCC Ms. 26 due to cropping. 
407 Harvey, “Maps of Palestine,” p. 174, 
408 Harvey, “Maps of Palestine,” p. 175-176. See M.R. Morgan, The Cronicle of Ernoul and the 
Continuations of William of Tyre (Oxford, 1973).  
409 D. Lecoq, “Mathieu Paris: de l’itinéraire à la representation du monde,” in L’oeil du cartographe, edited 
by C. Bosquet-Bressolier (Paris, 1995), p. 35.   
410 Vaughan, Matthew Paris, pp. 12-13. 
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of key events from the campaign in the margins.411  Having spent a great deal of time in 
Acre himself, Richard likely supplied Matthew with a detailed description of the city’s 
layout and fortifications, inspiring Matthew’s comprehensive representation of the 
crusader city on his maps.   
In the maps prefacing the two volumes of the Chronica majora and the map now 
prefacing the Historia anglorum, the walled city of Acre dominates the opening, even 
crossing the gutter of the bifolium to unite the two folios (Figs. 63-65).412  Acre was 
portrayed nearly three times the size of Rome and London and is close to four times the 
size of Jerusalem, which also appears on the opening in all three versions (fol. iv in CCC 
Ms. 26; see Fig. 63).  The surface of fol. iii verso in CCC Ms. 26 was expanded due to 
the two attached parchment flaps, bearing the city of Rome and the island of Sicily (see 
Fig. 56).  The verso of the Rome flap is the general starting point for moving through this 
section of the map, which has east oriented at the top, although the port for Matthew’s 
spiritual traveler arriving from Otranto appears to be the port of Acre situated on the right 
side of the city, across the gutter on fol. iv (Fig. 66).  Connolly has noted that the figure 
seated in the second boat from the bottom of the page is wearing a monastic habit, and he 
suggests that this figure is in actuality the monastic pilgrim from St. Albans on his 
imagined journey (Fig. 67).  The cowled monk is the only figure on the map that is 
clearly rendered and looking out of the map, catching the reader’s attention and perhaps 
begging identification between himself and the reader.413  Perhaps even more compelling 
is the massive war vessel depicted just below the monk’s boat and closest to the bottom                                                         
411 Lewis is comprehensive in her examination of this material, Matthew Paris, pp. 275-280. 
412  The prefatory material in all three manuscripts has been tampered with (i.e., cut from the manuscripts), 
but codicological evidence from CCC Ms. 26 clearly shows that the Acre map was produced on a bifolium. 
See Vaughan, Matthew Paris, pp. 52-55, where he provides a diagram of the manuscript’s quire structure. 
413 Connolly, Maps of Matthew Paris, p. 22.
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of the folio.  The boat’s sail boldly displays the arms of England (three lions rampant), 
but the ship is markedly empty, especially in relation to the two other packed boats 
arriving at the port.  Have the imagined English passengers already disembarked in the 
crusader stronghold? 
Acre’s port does seem to be a better point of entry to the Holy Land for the 
itinerary’s spiritual traveler than the verso of the Rome flap, which begins with the 
formidable “Caspian Mountains” in the upper left corner (Fig. 68).  In the legend, 
Matthew writes that the mountain range was a bulwark made by God for Alexander the 
Great against the Jews, whom “God locked up at the request of King Alexander [and] 
who will go forth on the eve of the day of Judgment and will massacre all manner of 
peoples.”414  Just past the mountain, Matthew included the legend, “Cest partie [    ] 
divers juske [    ] regard de Ierusalem. Mais munt est loing vers northest de Acre e de 
Ierusalem,” guiding his reader-viewer east towards the goals of the map, Acre and 
Jerusalem.  Below, Matthew included a second mountain, the stronghold of the Old Man 
in the Mountain and the secret Islamic order known as the Assassins, a group of 
legendary murderers who terrified the crusaders.  The Old Man in the Mountain and the 
Assassins represent just two evils that the crusaders were up against in the East.  The 
parchment strip also features the “renowned city of Antioch” and, at the bottom, the port 
city of Tyre on a peninsula jutting out into the Mediterranean.  Tyre is the first major city 
of the thirteenth-century Crusader Kingdom represented on the itinerary map, and he 
remarks on its natural fortification. 
                                                        
414 Translated in Lewis, Matthew Paris, p. 349.  This mountain range is actually the Caspain Wall (or 
Alexander’s Wall), which the Persians built in the sixth century as a bulwark against northern invaders.  
The wall fell to the Mongols in 1220. 
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Moving from the parchment flap to the folio proper, folio iii verso can be divided 
into two sections: the lower section of the folio is taken over by the walls and landmarks 
of the city of Acre (LA CITE DE ACRE) and the upper half depicts Armenia 
(ERMENIE).  The margins between the two locations are invaded by textual descriptions 
in Anglo-Norman.  In the margin beneath Armenia, Matthew tells us that it is a Christian 
land and is “twenty days distant from Jerusalem.”  He also writes that Armenia is the 
place where Noah’s Ark rested after the flood, forever preserved in the wilderness of the 
mountains.415  In the image above this descriptive text, he has depicted Noah’s Ark 
perched on two rocky mountain peaks.  In a second biblical vignette beside the Noah text, 
Matthew portrayed Jonah being spit out by the whale, who looks like a serpent (Fig. 69).  
Here, Matthew’s map is drawing upon biblical narrative to flesh out historical 
understanding of the locations. 
Matthew’s portrayal of Acre in both text and image reveals his actual, empirical 
knowledge of the city, no doubt acquired from Richard of Cornwall and perhaps other 
visitors to St. Albans from the East.  As Lewis noted, the architectural landmarks on the 
plan accurately reflect the Crusader’s division of Acre into distinct quarters for the 
Military Orders and the Italian communes.416  A mixture of ecclesiastical and noble 
monuments dominates the plan of Acre (see Fig. 63).  Matthew clearly identified the 
quarters of the knights’ orders with both architectural signposts and legends.  A domed 
church and inscription (le temple) mark the Templar quarters in the southwestern section 
of the city.  Notably, on the Historia anglorum version of the map, the Templar church is 
                                                        
415 The Armenian visitors to St. Albans gave Matthew this information. See MP, CM, 5.341. The itinerary 
text is transcribed in Michelant and Reynaud, Itinéraires, p. 126 and translated in Lewis, Matthew Paris, p. 
353. 
416 Lewis, Matthew Paris, p. 358. 
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clearly a centrally planned church with a large dome atop a drum, visually analogous to 
the Temple Church in London.  Large, longitudinal buildings with legends identify the 
hospitals of the Teutons (l’hospital des alemans), on the east side of the city, near the 
coastline, and the Hospitallers (la maisun de l’hopital), on the west side, straddling the 
old wall of the city, which was replaced by King Louis IX’s new wall built between 1250 
and 1254.417  Matthew emphasized the Crusader citadel along the northern perimeter of 
the city (le chastel le roi de acre).  The heavily fortified castle served as the royal palace 
and barracks for the garrison, protecting an important land entrance to the city via St. 
Anthony’s Gate.  Matthew also made special note of parts of the city where there was an 
English presence. For example, he described the section of the Montmusard suburb 
abutting Louis’s new walls as “le Berg ki est apele munt musard…tu le plus inhabite 
engleis.”418  This area of the city was logically home to the church of St. Thomas of 
Canterbury (la maisun de seint Thomas le martir), dedicated in 1190.  Peter des Roches 
relocated the church to the English quarter of Acre in the 1230s and placed it under the 
protection of the Templars.419  
Within the crenellated walls of Acre and among these important monuments, 
Matthew wrote two long inscriptions, providing his reader with supplemental information 
about the city’s history.  These texts reveal Matthew’s interest in the great Crusader 
stronghold’s strategic location on the Mediterranean, its fortifications and its diverse 
population, which included Saracen traders and people of different religions, all of whom 
                                                        
417 T.S.R. Boase, Kingdoms and Strongholds of the Crusaders (New York, 1971), p. 176. 
418 Matthew wrote this inscription on the actual city walls. Transcribed in Lewis, Matthew Paris, p. 358-
359.  
419 MP, CM, 2.360 (initial dedication announcement of the church under the year 1190) and 3.490 (Peter 
des Roches’ obituary, listing his foundations). 
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added to the wealth and splendor of the city.420  He continues his discussion of Palestine’s 
rich merchant culture in the margin between Acre and Armenia on folio iiiv, describing 
the caravans that move across Bedouin lands from Damascus to Acre with exotic goods.  
He was fascinated with Acre’s commercial significance within the region and the city’s 
overall wealth: “This city is worth fifty thousand pounds of silver yearly to its lord.  This 
is what Count Richard claims from the Templars and the Hospitallers.”421  Matthew 
concludes his geographic account of the Crusader Kingdom with the narrow strip of sites 
along the coast on folio iv, including Haifa (Kaifas), Castle Pilgrim (Chastel pelerin), 
Caesarea (Cesaire), Jaffa (Japhes), Ascalon (Ascaloine) and Darum (le darun), which 
accurately reflects the kingdom after Saladin’s conquests in the 1180s (see Fig. 55).  
Here, Matthew returns to the itinerary layout formula.  He presents a quick succession of 
generic architectural stopping points, although the reader now moves horizontally rather 
than vertically; he includes the number of days (jurnee) between places; and he identifies 
routes (le chemin) from one location to the next.  His use of this familiar format further 
emphasizes the city of Acre as a unique and vital location on the map, as a place worthy 
of prolonged exploration.  Matthew did not give any other place so much attention, not 
even the holy city of Jerusalem, which is depicted as a small, walled city located directly 
above Jaffa.  Matthew demarcated the main connecting route between Jaffa and 
Jerusalem with a legend running vertically between the two places: “Le chemin de Japhes 
a Ierusalem.”  The virtual pilgrim was perhaps back on the path to Jerusalem, but only 
                                                        
420 Lewis, Matthew Paris, p. 357. 
421 Lewis, Matthew Paris, p. 358. 
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after a long, historically packed visit to Acre.  Connolly even refers to Acre as a primary 
vantage point for the viewer to stop and gaze out at distant and removed Jerusalem.422 
One must wonder, however, what information about Acre’s military fittings, 
economy, monetary value and various foundations added to an imagined pilgrimage to 
Jerusalem.  Indeed, Matthew crafted a large city plan of Acre, the largest on the map, for 
the reader-viewer to explore, wandering through the collection of neighborhoods and 
visiting important religious and civic landmarks.  As the first port of entry to the Holy 
Land, it would have been easy for Matthew’s audience to get lost within Acre’s city 
walls.  Matthew’s drawn out and overly narrated map of Acre certainly complicates 
Connolly’s reading that the itinerary’s overall arrangement was mean to channel the 
reader-viewer as directly as possible to the final goal, Jerusalem.  The “vehicle of 
imagined movements to Jerusalem” breaks down at Acre.423  Beyond the walls of Acre, 
pack animals, including the magisterial camel, an ox and a mule, inhabit the margins 
between Acre and Armenia, in an area designated as Saracen territory, which includes the 
dwelling place of the Old Man in the Mountain and the horror-inspiring Assassins (Fig. 
70).  In the long inscription inside the walls of the city, Matthew calls Acre “the refuge of 
the Christians in the Holy Land because it faces the sea towards the west, from which the 
ships come filled with people, provisions and arms.”424  To some extent, the reader-
viewer would be inspired to look out at the sea towards the familiar West and mentally 
wander back through the itinerary, home to London.  The lands beyond the walls of Acre, 
as Matthew describes them, are both unpredictable and filled with menace, making the                                                         
422 Connolly, Maps of Matthew Paris, p. 87. 
423 See Connolly, Maps of Matthew Paris, p. 62. 
424 Michelant and Reynaud, Itinéraires, p. 136-137: “E est le refui des crestiens en la terre sainte pur la mer 
kele ad vers occident, par que i la navie i vent of force de gent e de vitaille e de armes.” Translated in 
Lewis, Matthew Paris, p. 357. 
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journey to Jerusalem a forbidding prospect, even for the imagined traveler.  Notably, 
beyond the walls of Acre in CCC Ms. 16, Matthew depicted a Saracen leading a camel 
through the desolate landscape, and he holds a large and menacing scimitar over his 
shoulder.  Matthew’s itinerary to the Holy Land in CCC Mss. 16 and 26 did not simply 
encourage imagined pilgrimage to Jerusalem, it also forcefully promoted the necessity 
and legitimacy of the crusade movement along with the political and strategic 
significance of the very civilized Christian city of Acre.  The map’s monastic audience 
must have been inspired to take up sign of the cross with the crusaders of Acre at this 
point in the journey.  They would be able to continue on the uncultivated path to 
Jerusalem as armed pilgrims in the tradition of their military counterparts, the Templars 
and Hospitaller, whose headquarters were so prominently featured on the plan of Acre.  
In reality, when Matthew fashioned his map of Palestine in the 1250s, Crusader 
Jerusalem had recently fallen to the Khorezmian Turks in 1244, a dark event that 
Matthew lamented in both text and image in the Chronica majora (Fig. 71).  For 
Matthew, the fall of Jerusalem to these “extremely cruel and inhuman men” was an 
apocalyptic sign that final judgment was imminent.425   
The loss of Jerusalem to the Saracens was a common thread in the Chronica 
majora and inspired some of Matthew’s most visually intense and dramatic narrative 
images.  In a bas-de-page battle scene on fol.140r in CCC Ms. 26, Saracen and Christian 
knights battle for the Holy Cross and, by extension, the holy city of Jerusalem at Hattin in 
1187 (Fig. 72).  Saladin and the king of Jerusalem, Count Guy (1186-1190/92), both 
labeled and crowned, are engaged in a dramatic tug-of-war over the sacred relic, pictured                                                         
425 On the nature of the Khorezmians, who slaughtered the Christian population of Jerusalem and 
massacred the crusaders, MP, CM, 4.306-311.  On the fall of Jerusalem in 1244 as an apocalyptic omen, 
see MP, CM, 4.345-346. 
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here as a crux gemina.  Plainly representing the Saracen upper hand, Matthew has 
rendered the futile Christian army in a state of disarray, with Count Guy, already in 
retreat, bending over backwards on his horse in an acrobatic but doomed pose and a 
Christian soldier clutching at the foot of the cross.  In order to maintain the Holy Cross as 
the clear focal point of the scene, Matthew omitted all weapons, such as the lances that 
should be in the Saracen soldier’s hands, from his composition.  The accompanying text 
laments the loss of the cross: “The Holy Cross, which once released us from the yoke of 
captivity, was now made captive for our sins and profaned by the hands of the infidel.”426  
This narrative and Matthew’s pictorialization of the events certainly set the tone for the 
topic of the crusade in the rest of the chronicle, a tone that was ominous and apocalyptic.  
Indeed, Matthew produced an elaborate depiction of the second and what would be the 
final loss of Jerusalem to the Khorezmian Turks, which depicts the violent massacre of 
the crusaders on a pictorial field littered with bodies (see Fig. 71).  The Turks, 
distinguished from the crusaders by their pointed hats and round shield, drive the 
crusader army back with unified force.  The standard-bearer of the Templars had already 
turned his horse around and is fleeing from the battle.  On the left, a mounted infidel 
soldier brutally leads crusader prisoners through the gates of Cairo (Babilonia). 
Matthew’s treatment of the Khorezmians mirrors his earlier descriptions and images of 
the Mongols in 1238 and 1240.  The violent Mongol invasions and the brutal destruction 
of Christendom feature prominently in Matthew’s chronicle, as yet another sign that the 
apocalypse was on the horizon.427  In one of his most gruesome images, Matthew 
depicted a Tartar cannibal feast (Fig. 73).  Two Tartars, with the scaly armor and bulbous                                                         
426 MP, CM, 2.328.   
427 MP, CM, 3.488-489; 4.77; 4.115; 4.270-277. 
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faces, are shown chopping up a human body and gnawing on dismembered limbs, while a 
third Tartar roasts a human body on a spit.  Because of their beastly practices and 
inhumanity, as Lewis notes, the Tartars were associated with the legendary and ferocious 
people, Gog and Magog, who had been locked up by Alexander the Great and who, when 
unleashed, would bring an end to the world.428  Recall, Matthew included a depiction of 
the very place where Alexander confined Gog and Magog on his map of Palestine, the so-
called “Caspain Mountains” in the upper left hand corner of the parchment flap attached 
to folio iii verso (see Fig. 68).  The Tartars “savage atrocities sounded the trumpets of the 
approaching Last Judgment” – in the western imagination, Gog and Magog were being 
released on Christendom.429  Notably, these associations between infidels and Gog and 
Magog or Antichrist had been part of crusade rhetoric since the First Crusade was 
preached in 1095, which linked the expulsion of the pagans from Jerusalem with the 
imminent arrival and defeat of Antichrist.430  
To some degree, Matthew’s image of Jerusalem in CCC Ms. 26 is an 
anticlimactic endpoint to the journey.  The holy city appears diminutive in relation to 
Acre and is infringed upon by a collection of lengthy texts to the left and right of its 
crenellated walls.  Within the walls, Matthew included only three architectural 
monuments: the Holy Sepulchre, the Temple of Solomon (templum salomonis) and the                                                         
428 Lewis, Matthew Paris, p. 287.  Lewis notes similarities between Matthew’s image of the Tartar cannibal 
feast and a contemporary depiction of Gog and Magog in the Romance of Alexander (Cambridge, Trinity 
College Ms. O 9.34, fol. 23v). See also Connolly, Maps of Matthew Paris, p. 79; G.A. Bezzola, Die 
Mongolen in abedländischer Sicht, 1220-1270 (Bern-Munich, 1974), pp. 54-55; A.R. Anderson, 
Alexander’s Gate, Gog and Magog, Medieval Academy Publications 121 (Cambridge, Mass., 1932), pp.14, 
49, 52, 74 and 77.   
429 Lewis, Matthew Paris, p. 287.  Also B. McGinn, Visions of the End: Apocalyptic Traditions in the 
Middle Ages (New York, 1979), pp. 150-151. 
430 This is stated in Guiberd de Nogent’s Gesta Dei per Francos.  See R. Levine, trans., The Deeds of God 
through the Franks: A Translation of Guibert de Nogent’s “Gesta Dei per Francos” (Woodbridge, 1997), 
pp. 42-44; A.J. Andrea, “Innocent III, the Fourth Crusade, and the Coming Apocalypse,” in The Medieval 
Crusade, edited by S.J. Ridyard (Woodbridge, 2004), p. 97. 
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Temple of the Lord (templum dmi).  He did not draw these buildings using the same 
architectural conventions that he employed throughout the rest of the itinerary (Fig. 74).  
The Holy Sepulchre (sepulchre) is shown as a round ground plan, and both the Temple of 
Solomon and Temple of the Lord are represented simply as bulbous domes.431  He 
logically reduced the city plan to its most sacred and iconic buildings.  Below the legend 
JERVSALEM, Matthew included a Latin inscription, which identifies the holy city as the 
place where Christ was crucified and celebrates it as the center of the world.432  This is 
the only place on the map where Matthew used Latin instead of Anglo-Norman for an 
inscription.  Katherine Breen argues that Matthew’s switch from the vernacular to Latin 
on the Palestine map engendered a pointed movement from the secular to the sacred.  
Jerusalem is at a greater distance of remove from the reader-viewer, Breen suggests, than 
the other locations on the map, in particular the “largely vernacular and very practical 
form of inhabitation invoked by Acre.”433  Breen’s analysis is problematic, because Latin 
was the standard “vernacular language” of monastic life.  Matthew’s fluid movement 
from Anglo-Norman to Latin does not suppose a movement from secular to sacred, 
especially since the maps were, without doubt, produced for a primarily monastic 
audience.  The changes in language probably have more to do with Matthew’s sources.  
Although Lewis had relatively little to say about Matthew’s depictions of Jerusalem and 
his use of Latin, she observes that they follow the conventions of older Crusader maps                                                         
431 Matthew changed the format of these buildings slightly in the other version of the Jerusalem plan.  In 
CCC Ms. 16, both the Temple of the Lord and the Holy Sepulchre are represented as flat ground plans, and 
the Temple of Solomon, more accurately, is shown as a crenellated tower rather than a domed structure.  In 
BL, Royal Ms. 14 C VII, the Holy Sepulchre appears the same as in the first two versions, but the Temple 
of the Lord is elaborated with an architectural vignette similar to those in the rest of the itinerary, 
represented as a centrally planned church with a dome, and likewise the Temple of Solomon is represented 
as a longitudinal building. 
432 Michelant and Reynaud, Itinéraires, p. 132: Ierusalem, civitatum dignissima omnium, tum quia in ipsa 
morti addictus est Dominus, tum quia in medio mundi est, tum quia primum habitacio fuit. 
433 Breen, “Returning Home From Jerusalem” (as in note 71), p. 25  
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and perhaps underline the thirteenth-century reality that Jerusalem was no long part of the 
Crusader Kingdom that it belonged to the past.434  For Connolly, however, Matthew’s 
geometric depiction of Jerusalem clearly belongs to the future. 
 As a vehicle for movement from London to Jerusalem in medio mundi, Matthew’s 
map ultimately follows an apocalyptic trajectory rather than a temporal one, as Connolly 
convincingly proposes.  The rendering of Jerusalem as an ideal square, he states, marks 
the city as an apocalyptic site, as the Heavenly Jerusalem, and its general inaccessibility 
on the map “registers the thirteenth century’s cumulative experience of so many failed 
crusades to recapture the [earthly] city.”435  The format that Matthew used for his plan of 
Jerusalem, namely the bird’s eye view of the city, is evocative of images of the New 
Jerusalem in illuminated Apocalypse manuscripts from the tenth through thirteenth 
centuries.  While Matthew’s depiction of Jerusalem is not an illustration of Revelation 
text and thus does not feature the same narrative elements, it is nevertheless similar to 
nearly contemporary representations of the New Jerusalem in late twelfth-/early 
thirteenth-century Spanish Beatus Apocalypses, such as the Navarre Beatus, c. 1180-
1200 and the Arroyo Beatus, c. 1220-35.436  A Spanish Beatus Apocalypse in this 
tradition has been acknowledged as the model for the lavish Trinity Apocalypse, made in 
England between 1245 and 1260 for the royal family (Fig. 75; see below chapter 5).437  
The image of Heavenly Jerusalem in the Trinity manuscript diverges from its depiction in 
other English Apocalypse manuscripts and may derive from a Spanish Apocalypse                                                         
434 Lewis, Matthew Paris, pp. 355-356.   
435 Connolly, Maps of Matthew Paris, p. 88. 
436 Navarre Beatus (Paris, BNF nouv. acq. lat. Ms. 1366, ff. 148v-149r); Arroyo Beatus (Paris, BNF nouv. 
acq. lat. Ms. 2290, f. 161v).  See N. Morgan, “The Trinity Apocalypse: Style, Dating and Place of 
Production,” in The Trinity Apocalypse (Trinity College Cambridge, MS R.16.2), edited by D. McKitterick, 
The British Library Studies in Medieval Culture (London and Toronto, 2005), p. 62. 
437 N. Morgan, “Illustrated Apocalypses of Mid-Thirteenth-Century England: Historical Context, Patronage 
and Readership,” in The Trinity Apocalypse, pp. 4-5. 
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owned by Eleanor of Castile, who married the future Edward I in 1254 and arrived in 
England in 1255.438  Matthew’s visualizations of Jerusalem on his maps, in other words, 
likely were based upon the apocalyptic image of New Jerusalem found in Spanish Beatus 
manuscripts or in English copies from the mid-thirteenth century.  According to 
Connolly, this is particularly relevant in the context of Matthew’s belief that the world 
would end in 1250, when he was writing his chronicle and making his maps.439  Perhaps 
it was even more relevant to Matthew and his historical agenda that the apocalypse did 
not commence in 1250, giving the crusaders more time to vanquish the infidels from the 
center of Christendom, to re-conquer earthly Jerusalem, as a deeply moral act before final 
judgment.  
The itinerary’s virtual pilgrim (or crusader) would have arrived at the safe port of 
Acre, only to find earthly Jerusalem and its hinterland inaccessible (see Fig. 66).  In an 
Anglo-Norman text beside the walls of Jerusalem, Matthew acknowledged that the 
earthly Jerusalem, where Christ died to save us all, was the “noblest city and place in the 
world.”440  However, in the vast margin between Jerusalem and Acre, he inscribed upon 
the landscape: 
All these parts, which are now under the subjugation of the Saracens, were 
once Christian territories through the preaching of St. John the Evangelist 
and the other Apostles who had all understanding and knew and languages 
and, what is more, had the grace of the Holy Spirit; but the deceiving 
Mohammad, who preached neither honesty nor a vestige of virtue, but 
fleshly delights pleasurable to the body, corrupted this entire region and 
appropriated it to the devil as a pasture to a shepherd.441 
                                                         
438 Morgan, “Style, Dating and Place,” p. 29 and “Historical Context,” p. 5, in which he notes that the royal 
monastery of Las Huelgas where Edward and Eleanor were married owned a luxury Beatus Apocalypse 
made in 1220 (New York, Pierpont Morgan Library Ms. 429). 
439 Connolly, Maps of Matthew Paris, p. 130. 
440 Michelant and Reynaud, Itinéraires, p. 133: “Ierusalem est le plus digne cite e liu du mond, kar co est le 
chef du pais nostre seignur, u lip lout nester e mort, pur nus tuz sauver, sufrir.” 
441 Michelant and Reynaud, Itinéraires, p. 130.  Translated in Lewis, Matthew Paris, p. 354. 
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Matthew’s description portrays the Saracens and the prophet Mohammad as a cancer that 
has infected the Holy Land.  His words suggest that with perseverance this cancer could 
be cut out, removed, following the model of St. John the Evangelist and the other 
Apostles – as a conversion mission.  In fact, Matthew’s inscription could be associated 
with the idea of apocalyptic conversion, which took root as an alternative to the military 
crusades for the reunification of the Greek and Latin Churches and the conversion of the 
pagans and Jews at the end of time.442  While this passage laments the loss of 
Christendom to a sinister faith, here, beside the apocalypse-inspired image of Jerusalem, 
it does not admit defeat nor does it implore the reader to look towards the Heavenly 
Jerusalem.  Rather Matthew continues his historical narrative, providing the reader with 
anecdotal stories of Holy Land marvels, including a miraculous image of the Virgin, and, 
of all things, the invention of the chickpea, “which are a kind of pea: the color and shape 
remained the same, but they had the hardness of stone.”443  He firmly plants his reader in 
temporal time and place, with a brief lesson on terra sancta agriculture.  That Matthew’s 
maps had the potential to aid the monastic reader on imagined journeys to Jerusalem, I 
am not disputing, but it is impossible to ignore their historical content and structuring, 
both of which are dominated by the ebbs and flows of the crusade movement.  Matthew 
wanted his cartography’s audience to be well informed on diverse matters relating to the 
Holy Land; in the Palestine map alone, he literally cluttered the folios of the map and, by 
extension, the mind’s of his readers with a compendium of information to sift through, 
unpack and evaluate.  The emptiest space on this leg of the map, where the reader-viewer                                                         
442 A.R. Daniel, “Apocalyptic Conversion: The Joachite Alternative to the Crusades,” Traditio 25 (1969), 
pp. 127-59; S. Lewis, Reading Images: Narrative Discourse and Reception in the Thirteenth-Century 
Illuminated Apocalypse (Cambridge, 1995), p. 221. 
443 Michelant and Reynaud, Itinéraires, p. 130: “E tutes les chiches ke li villains semma u ont a semmer 
devindrent chiches ki sun tune manere de pois: la culur e facun I remeint mais duresce unt de pere.” 
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could take pause, get his bearings and explore his surroundings, within the protective 
embrace of fortified city walls, was the crusader stronghold of Acre.     
 
3.4 Conclusion 
As the case studies explored in this chapter reveal, religious visualizations of the 
Holy Land in thirteenth-century England were driven by a desire to possess Jerusalem, 
inspired by crusade rhetoric and devotional practices, and framed by apocalyptic 
prophecy and the prospect of Last Judgment.  They were also influenced by trends in 
liturgy and ritual performance, quite literally in the case of the Holy Sepulchre Chapel 
and more symbolically in the case of Matthew’s itineraries to the Holy Land.  The Holy 
Sepulchre Chapel evoked Jerusalem through its form, painted cycle and liturgical utility.  
As Connolly has proposed, the monastic user of Matthew’s itinerary would have 
instinctively understood how the use the map through his knowledge of liturgical 
mechanism and meditational practices.  
The chapel and itineraries had the capacity to manipulate both time and space, 
acting as stages for the performance of a ritual or spiritual act.  Of course, the function of 
the Holy Sepulchre Chapel is more straightforward.  It was a dynamic locus for the 
performance of the English liturgy dramas of Easter, especially the Quem quaeritis 
dialogue.  The rituals of Easter, in particular, and the chapel’s painted cycle focusing on 
the biography of Christ, in general, transformed the space into sacred topography for the 
monastic participants.  Matthew Paris’s cartography could also function as sacred 
topography, but the monastic reader had to mentally project himself into the spaces of the 
map.  Bodily engagement was required to activate both monuments.  The Holy Sepulchre 
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Chapel only truly became Jerusalem when the three monks, in mimesis of the three 
Marys, come to the  epulcher to anoint the body of Christ on Easter morning.  There 
they find the angel who tells them: “He is not here, he has risen just as he prophesied; go, 
report that he has risen from the dead.”444  These performances elide biblical past, 
historical present and prophetic future.  For the monk, turning the pages of Matthew’s 
codex and navigating through its parchment flaps located him in the map, on the road to 
Acre, to Jerusalem beyond time.  The maps also allowed the reader-viewer to map 
historical events described elsewhere in the book, collapsing time between biblical 
crusades, contemporary crusades and the future, apocalyptic crusade.  Moreover, like the 
Easter plays, Connolly posits, Matthew’s presentations of Jerusalem worked to eclipse 
the time separating the viewer from the events they depict and to locate it in the history of 
conflict in the Holy Land, as both the “first dwelling-place of God” and the future city of 
the Apocalypse.445  The Holy Sepulchre Chapel and Matthew’s maps, while perhaps 
suggestive of the medieval longing for actual journeys to the Holy Land, sponsor a 
spiritual crusade, a crusade for the soul. 
 
                                                        
444 P. Sheingorn, The Easter Sepulchre in England (Kalamazoo, 1987), pp. 21-22. 
445 Connolly, Maps of Matthew Paris, p. 144. 
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Chapter 4 
 
Epic Visions of Crusade in England: King Henry III’s Antioch Chambers  
 
“Then the Lord, who does not abandon those who hope in Him, regarded 
our people and saw that they had been made perfect by purification in the 
fire of long tribulation and severe trials which had pierced them to their 
very souls.  Grieving over them, He brought them strong helpers from the 
farthest end of the earth, renowned men, powerful in battle.” 
-Itinerarium Peregrinorum et Gesta Regis Ricardi446 
 
In the thirteenth century, papal crusade rhetoric formalized crusading in the Holy 
Land as a royal prerogative, stimulating dynastic competition among the princes of 
Western Europe, especially in France and England, where the monarchs constantly 
jockeyed for control of the movement and the title of the “most Christian king.”447  This 
chapter presents documentary and contextual evidence for a series of lost English crusade 
themed murals commissioned by King Henry III (1216-1271) in the mid-thirteenth 
century.  Henry frequently expressed social, political and religious concerns and interests 
through artistic commissions, and his artistic patronage provides a unique reflection of 
his public image, as both a royal and moral person, at the English court.448  Between 1250 
and 1252, he ordered four painted histories of the First Crusade, the “gesta Antiochie,” in 
quick succession, one of which also included an image of the duel between Richard I and                                                         
446 Itinerarium Peregrinorum et Gesta Regis Ricardi, edited by W. Stubbs, Rolls Series 38 (London, 1865), 
1.42, p. 92; Chronicle of the Third Crusade: A Translation of the “Itinerarium Peregrinorum et Gesta 
Regis Ricardi,” edited and translated by H.J. Nicholson (Burlington, 1997), p. 97 
447 See J.R. Strayer, “France: The Holy Land, the Chosen People, and the Most Christian King,” in 
Medieval Statecraft and the Perspectives of History (Princeton, 1971), pp. 300-320. 
448 See P. Binski, The Painted Chamber at Westminster, Society of Antiquaries Occasional Paper, 9 
(London, 1986); S. Dixon-Smith, “The Image and Reality of Alms-Giving in the Great Halls of Henry III,” 
JBAA CLII (1999), pp. 79-96; P. Hyams, “What Did Henry III of England Think in Bed and in French 
about Kingship and Anger,” in Anger’s Past: The Social Uses of an Emotion in the Middle Ages, B. 
Rosenwein, ed. (Cornell, 1998), pp. 92-124; D.J.A. Ross, “A Lost Painting in Henry III’s Palace at 
Westminster,” JWCI 16: 1/2 (1953), p. 160; R. Muir Wright, “An Image Fit for a King: the Glazier Psalter 
Reconsidered,” Journal of Medieval History 19 (1993), pp. 69-124. 
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Saladin during the Third Crusade.  These so-called “Antioch Chambers” were 
expressions of Henry’s keen interest in historical crusades, perhaps proclaiming his direct 
involvement in the crusade movement as a crucesignatus himself.  Notably, these 
commissions took place after Henry’s second crusading vow in April 1250, when the 
Holy Land preoccupied the king.  They are certainly a testament to the power of the 
crusading ideal in thirteenth-century England, in particular for the king and members of 
the royal family.  Additionally, the Antioch Chambers contributed to the increasingly 
chivalric vision of the Crusades being propagated by and for a court audience, reflecting 
the love of chivalric values and display central to thirteenth-century court culture and 
royal propaganda.  While rooted in the very real desire to re-conquer Jerusalem for 
Christendom and eliminate the infidel, described as the Saracen menace, Henry’s painted 
chambers were ultimately epic representations of royal crusade fantasies.  They were 
spectacular adventures not based on historical record but on chansons de geste and 
vernacular romances, which I believe were the modes of historical narrative favored by 
king Henry and his circle in thirteenth-century England.  
The Antioch Chambers and their murals do not survive.  This chapter neither 
reconstructs the Antioch Chambers nor presents hypothetical reproductions of the mural 
cycles. 449  Rather, it unpacks the facts of the Antioch Chambers’ existence, first by 
analyzing the entries for each commission in the account rolls.  These written records are 
each, in the words of Carlo Ginzburg, the “root of an evidential paradigm” – a point of                                                         
449 The Antioch murals are not hypothetical “lost prototypes” that I am arbitrarily reinventing or recreating 
using subsequent copies, following the outmoded Weitzmann method.  See K. Weitzmann, Illustrations in 
Roll and Codex: A Study of the Origin and Method of Text Illustration (Princeton, 1947).  This method was 
also used in the early work of his students.  See, for example, H.L. Kessler, The Illustrated Bible From 
Tours (Princeton, 1977).  Since the 1990s, the value of this method has been challenged by art historians 
such as M. Camille, “The Très Riches Heures: An Illuminated Mansucript in the Age of Mechanical 
Reproduction,” Critical Inquiry 17 (1990), p. 74. 
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reference from which to work out.450  While the rolls lack specificity regarding 
iconography and visual structure of the pictures, they clearly establish that the Antioch 
Chambers were an integral part of Henry’s crusade agenda in the 1250s.  Therefore they 
add an important, even fundamental, dimension to our understanding of the visual culture 
of crusade in England.  An examination of the specific details of the documentation for 
each Antioch Chamber establishes the historical circumstances and events around their 
creation and fleshes out the issue of patronage, shifting some of the benefaction from 
Henry III to his queen, Eleanor of Provence, who was an active sponsor of the crusade 
movement and likely had a direct role in the creation of the first Antioch cycle.   
 
4.1 Documentary Evidence 
Murals drawn from both religious and secular stories were a common feature of 
Henry’s royal residences, but nearly all of the painted cycles have disappeared.  
Fortunately they were recorded in the royal accounts, which often describe the subjects 
and/or figures that the king wanted portrayed.  Of all recorded mural commissions for the 
thirteenth century, four were indisputably drawn from crusade history.  The first 
commission, recorded in the Close Rolls under the year 1250, was a request made by the 
King Henry for paintings of a “history of Antioch and of kings” (gesta Antiochie et 
regum) in the Queen’s Chamber at Westminster Palace.  For this earliest crusade cycle, 
the master of the Temple, Roger de Sandford, was asked to bring a great book (librum 
magnum) from the New Temple, London to Westminster Palace for the queen’s works                                                         
450 C. Ginzburg, “Clues: Roots of an Evidential Paradigm,” in C. Ginzburg, Clues, Myths, and the 
Historical Method, translated by J. Tedeschi and A.C. Tedeschi (Baltimore, 1989).  See also E. Muir, 
Microhistory and the Lost Peoples of Europe, translated by Eren Branch (Baltimore, 1994); S. Groag Bell, 
The Lost Tapestries: Christine de Pizan’s Renaissance Legacy (Berkeley, 2004); E. Lilley, “Lost Works of 
Art: the problem and a case study,” Art History 23:3 (2000), pp. 396-416.   
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(ad opus regine).451  This manuscript contained a “history of Antioch and of kings” 
written in French (gallico ydiomate scriptum), and it was likely illuminated, as it was 
used by the king’s painter, Edward of Westminster, as a model for painting the Queen’s 
Chamber – thereafter called the “Antioch Chamber” in the records – with scenes from the 
manuscript.452  Either this lost manuscript or designs made for the first painted cycle 
commission were used as pictorial guides for the later murals.  The second painted cycle 
of the “history of Antioch” was ordered for the chamber of the king’s chaplains in the 
Tower of London; however, this commission was ultimately cancelled.453  The third and 
fourth cycles were both recorded in the Liberate Rolls during the summer of 1251.  The 
first entry dated 6 June stipulated that Rosamund’s chamber in Winchester Castle (named                                                         
451 CCR, 1247-51, p. 283:  “Mandatum est fratri R. de Sandford, magistro milicie Templi in Anglia, quod 
faciat habere Henrico de Warderobe, latori presencium, ad opus regine, quondam librum magnum, qui est 
in domo sua Lond’, gallico ydiomate scriptum, in quo continentur gesta Antiochie et regum etc. aliorum. 
Teste ut supra.” A slight variation on this transcription of the Close Rolls commission which more or less 
corroborates that in the Rolls Series was printed in T. Warton, History of English Poetry From the Close of 
the Eleventh Century to the Commencement of the Eighteenth Century, 3 vols., 1824 Edition (London, 
1840), p. 118-119, n. k:  “De quodam libro liberato ad opus regine. Mandatum est fratri R. de Sanforde, 
magistro milicie Templi in Anglia, quod faciat habere Henrico de Warderobe, latori presencium, ad opus 
regine, quondam librum magnum, qui est in domo sua Londoniis, gallico ydiomate scriptum, in quo 
continentur gesta Aniochie et regum et etiam aliorum.” 
452 W.R. Lethaby, “English Primitives IV: The Westminster and Chertsey Tiles and Romance Paintings,” 
Burlington Magazine 30 (April, 1917), p. 138; Borenius, “Cycle of Images,” p. 45; John Carmi Parsons, 
“Of Queens, Courts and Books: Reflections on the Literary Patronage of Thirteenth-Century Plantagenet 
Queens,” in The Cultural Patronage of Medieval Women, edited by J. Hall McCash (Athens, 1996), p. 176.  
An entry in the Close Rolls for 1251 referred to an “Antioch Chamber” in the royal palace at Westminster, 
indicating that the room was thereafter called after its painted decoration:  “De lambruscatura apud 
Westmonasterium facienda – Mandatum est Eduuardo de Westmonasterio quod Judaismum regis apud 
Westmonasterium et magnum celarium vinorum regis lambruscari et bassam cameram in gardino regis et 
parvam turellam ultra capellam ibidem depingi, et eadem camera unum caminum fieri faciat quam guidem 
cameram Antioch’ volumus apellari, et candelabra argenti fieri faciat, sicut rex alias ei mandavit, et 
distincte et aperte regi significet receptam Scaccarii de hoc termino Sancti Johnahhis Baptiste, ita quod rex 
illam sciat infra quindenam ejusdem festi.” CCR, 1247-51, p. 464.  It is unclear from the entry if the 
manuscript belonged to the Templars and was thus on loan to the king and queen, or if it was a royal book 
kept in the royal treasury at the New Temple, which was known to house precious objects for the royal 
family as well as important documents and revenues of the crown. For example, in preparation for Lord 
Edward’s departure for Gascony in 1254, Eleanor of Provence ordered the abbot of Westminster and the 
treasurer to go to the New Temple and to Westminster to value the king’s jewels, plate and his treasure in 
gold held at each depository.  CCR, 1253-54, p. 62. 
453 CCR, 1247-1251, pp. 283, 464.  For the cancelled commission, CCR, 1247-51, p. 454:  “De picture 
facienda in camera regis in turri Londonie – Mandatum est eidem Eduuardo quod depingi faciat historiam 
Antioch’ in camera capellanorum regis Turris Londonie, sicut ei dicet Thomas Espervir; et custum quod ad 
hoc posuerit rex ei faciet allocari. Teste ut supra. Per ipsum regem.” 
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for King Henry II’s mistress Rosamund Clifford) be painted with the “story of Antioch,” 
and the second dated 2 July recorded a commission for mural paintings of “the story of 
Antioch and the duel of king Richard” in the king’s chamber under his chapel at the 
palace of Clarendon near Salisbury.454  
Unfortunately, one can only speculate about the layout of the paintings in their 
respective halls, as all traces of the Antioch Chamber at Westminster, Rosamund’s 
Chamber at Winchester and the painted chamber at Clarendon have completely 
disappeared and comparative thirteenth-century painted decoration in aristocratic halls in 
England is fragmentary.455  The most pertinent comparison is the later mural decoration 
in the Painted Chamber at Westminster Palace, executed 1292-7, which featured the 
pictorial narratives in multiple registers of narrow, longitudinal bands, covering nearly 
the entire wall space (Fig. 76).  However, the layout of the Painted Chamber murals may                                                         
454 CLR, 1245-51, p. 358:  “To the sheriff of Hants. Contrabreve to lengthen the chaplains’ chamber in 
Winchester castle by 15 feet out of the issues of the county, and to paint Rosamond’s chamber there [with] 
the story of Antioch, the cost to be credited upon view.”  CLR, 1245-51, p. 362:  “To the sheriff of Wilts.  
Contrabreve to wainscot the king’s chamber under the chapel, to remove the wall across it, to paint therein 
the story of Antioch and the duel of king Richard, and to paint the wainscot green with gold spangles; to 
make therein a doorway and a penthouse straight to the outer chamber which is now made, and to make 
anew a new outer chamber belonging to the first under the king’s chamber; to remove the plastering of the 
passage to the queen’s chamber and to repair it with a good stone wall; to whiten the new chamber in the 
park and make a skirting there; to make images of St. Mary, St. Edward and the cherubim and place them 
in the king’s new chapel…….”  The Latin text is transcribed in R.S. Loomis, “Richard Coeur de Lion and 
the Pas Saladin in Medieval Art,” PMLA 30:3 (1915), p. 514 n. 11 and p. 524: “Rot. Liberat. 35 Henry III. 
De operacionibus apud Clarendon Rex vicecomiti Wiltes salutem. Precipimus tibi quod facias lambruscari 
cameram nostram sub capella nostra et murum ex transuerso illius camere amoueri et in eadem camera 
historiam Antiochie et duellem Regis Ricardi depingi et lambruscariam illam depingi viridi colore scintillis 
aureis, etc.”  This commission also was entered in the Pipe Roll for an. 36 Henry III, which is transcribed in 
Warton, p. 119:  “Et in camera Regis subtus capellam Regis apud Clarendon lambruscanda, et muro ex 
transverso illius camerae amovendo et hystoria Antiochiae in eadem depingenda cum duello Regis ricardi.”  
455 Of course, more and more information on Henry’s patronage of wall painting for his royal dwellings is 
becoming available each year, as fragments of painted surfaces are discovered.  Some recent publications 
include: D. Park and R. Pender, “Henry III’s Wall Paintings of the Zodiac in the Lower Ward of Windsor 
Castle,” in Windsor: Medieval Archaeology, Art and Architecture of the Thames Valley, edited by Laurence 
Keen and Eileen Scarff, BAA Transactions XXV (Leeds, 2002), pp. 125-131; S. Cather, D. Park and R. 
Pender, “Henry III’s Wall Paintings at Chester Castle,” in Chester: Medieval Archaeology, Art and 
Architecture, edited by A. Thacker, BAA Transactions XXII (Leeds, 2000), pp. 170-89; and M. Liversidge, 
P. Binski and J. Lynn, “Two Ceiling Fragments from the Painted Chamber at Westminster Palace,” 
Burlington Magazine 137 (1995), pp. 491-501. 
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have been somewhat different during the reign of Henry III.  The original scheme ordered 
by Henry III in 1237 featured a large pictorial story or history (magna historia) above a 
dado painted to resemble a green curtain.456  At Clarendon, it is clear that the mural 
paintings of the Antioch Chamber began above an elevation of wainscoting, which was 
installed and painted green with gold spangles concurrently with the painted cycle in 
1250.457  Additionally, the Clarendon chamber was fitted with a tiled pavement, lancet 
windows glazed with painted glass, possibly two wall fireplaces, and screened doorways, 
making it an impressive and luxurious audience chamber.458  It seems that Henry III re-
imagined every aspect of these royal chambers from the ground up, creating rousing 
spaces for ceremonial, reception, royal business, celebration and hospitality that could 
rival the Great and Lesser Halls in the royal residences.459 
 
4.2 Historical Circumstances & Patronage 
 
The pressure to lead a royal crusade in the mid-thirteenth century was certainly 
tremendous for King Henry III.460  Pope Innocent III had appealed to his father, King 
John, to lead a campaign to the Holy Land, drawing a direct connection between the 
reputation and respect of a monarch and his crusading deeds.461  King John took the 
Cross but died before fulfilling his vow, which likely pushed Henry III to take the Cross 
during his coronation in 1216 at the age of nine.  Then, in 1244, Jerusalem fell and                                                         
456 CCR, 1234-1237, p. 484. 
457 CLR, 1245-125, pp. 324 and 362. 
458 H.M. Colvin, ed., The History of the King’s Works, vol. 1(London, 1963), pp. 126-130. 
459 The functions of the various rooms, especially these so-called great chambers, which formed the royal 
apartments in the thirteenth century, are difficult to define, as the routine use of such rooms was only 
formalized in the later Middle Ages. See Binski, Painted Chamber, p. 2. On the function of great halls see 
M. Thompson, The Medieval Hall: The Basis of Secular Domestic Life, 600-1600 AD (Aldershot, 1995).  
460 Maier, “Mass, the Eucharist and the Cross,” pp. 351-360. 
461 Selected Letters of Pope Innocent III Concerning England (1198-1216), edited by C.R. Cheney, trans. 
by W.H. Semple (London, 1953), no. 78, quoted in Lloyd, English Society, p. 201. 
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Henry’s most immediate rival, King Louis IX of France took the Cross on his sickbed, 
vowing to regain Jerusalem for Christendom.462  Louis IX campaigned in Egypt under the 
banner of the cross between 1248 and 1254. The Crusade played a definitive role in the 
formation of Louis’s royal identity and revitalized the image of the rex crucesignatus, the 
crusader king, which had waned in Western Europe by the thirteenth century.  Henry was 
also acutely aware of the dynastic precedent set by Richard I, whose heroic exploits on 
the Third Crusade were well known and celebrated in England.  During his majority, 
Henry took the Cross two more times – after news of Louis IX’s capture of Damietta 
reached England in 1250, and on his sickbed in 1271 at the age of 63.  He was clearly 
sensitive to the relationship between crusading and holy kingship, but all of his crusading 
vows went unfulfilled.  Furthermore, Henry III redirected his vow to crusade in the Holy 
Land not once but twice, first redirecting his commitment to Sicily, where he hoped to 
secure the Sicilian crown for his second son Edmond, and then promising to campaign 
against the Muslims in northern Africa with the king of Castile.  Both projected crusades 
were controversial in England where they were particularly unpopular among the clergy.  
For example, the diocese of Lichfield protested the diversion of the crusade tax to Sicily 
because the cause simply was “not pious,” attacking the papal claim that the 
Hohenstaufen were enemies of the church.463  Henry’s flexible crusade policies promoted 
disillusionment in England with the entire endeavor and called into question the king’s 
enthusiasm for the crusade movement and his royal obligation to protect the Holy Land.   
                                                        
462 Jean de Joinville, Histoire de Saint Louis, edited by N. de Wailly (Paris, 1872), chap. 24; M.R.B Shaw, 
Joinville and Villehardouin: Chronicles of the Crusades (Harmondsworth, 1963), p. 191; Matthew Paris, 
CM, 6.3-4. 
463 See Tyerman, England and the Crusades, p. 121. 
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The Seventh Crusade had ended in disaster after the battle of Mansourah in 
February 1250, forcing Louis IX’s surrender of the Holy Land in April of that year.  This, 
in turn, increased papal pressure on England for Henry to mount the next crusade.  In 
1251-53, Pope Innocent IV issued a stream of mandates, including protections for Henry, 
his family and his lands, and he arranged liturgical activities on behalf of the king and his 
crusading companions.464  Innocent also began to recall the deeds of Henry’s celebrated 
predecessors in the Holy Land in his writings, most notably evoking the hero of the 
crusade Richard I, as a means to force Henry’s departure.465  In April 1252, Henry III 
publicly declared that he would sail for the Holy Land in four years on 24 June 1256, 
after he secured necessary funds, arms and men to launch a successful crusade.466  While 
scholars have generally questioned Henry’s intentions to go on crusade, visual evidence 
suggests that between 1250 and 1254 Henry sincerely was dedicated to the idea of 
leading a crusade to the Holy Land.  The king took an active roll in the promotion of his 
projected campaign, and his artistic patronage in the early 1250s both reflects and 
reinforces his desire to make the crusade movement an English royal domain once again. 
The Antioch Chambers, of course, cannot be attributed fully to Henry’s interests 
or his personal stake in the crusade movement or the Latin East, because the first mural 
painting of the “history of Antioch” was executed at the queen’s request for her personal 
chamber at Westminster.  Eleanor ultimately introduced the subject matter into the 
decorative schemes of the royal apartments.  Queen Eleanor belonged to a network of 
aristocratic women with an ardent investment in the Crusades, and her painted chamber at 
                                                        
464 Lloyd, English Society, p. 211. 
465 Lloyd, English Society, p. 211; ‘Annales monasterii de Burton,’ in Annales monastici, H.R. Luard, ed. 
(RS; 1864-9), pp. 293-5, 298-9; Reg. Innocent IV, No. 6072; Dipl. Docs. i. No. 268. 
466 Lloyd, English Society, 212; Foedera, I., i.282; Calendar of the Patent Rolls, 1247-58, pp. 157-158. 
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Westminster arguably represents her attempt to remind the king of his obligation to fulfill 
his vow to lead a campaign to the East and liberate the Holy Land from its Muslim 
oppressors.467  She was certainly sensitive to the example of her sister, Margaret of 
Provence, who accompanied her husband, Louis IX of France on his first Crusade in 
1248.  Queen Margaret sent a letter to her sister “on the state of the Holy Land” in 1252, 
perhaps as a ploy to force the English king and queen to set off for the Latin East.468  
Margaret Howell suggested that the prospect of going on crusade together to the Holy 
Land created a new bond between Eleanor and Henry, driven by the dual sense of 
religious purpose and chivalric adventure that defined crusading and heightened its 
emotional appeal.469 
Eleanor of Provence was not mentioned in most of the written accounts of Henry 
III’s second crusade vow of November 1250, but it is clear that she was present at the 
ceremony and perhaps assumed the Cross along with her husband and other members of 
the nobility.470  In his contemporary entry for the event, the Waverly Annalist recorded: 
“Rex Henricus [III] et regina Halyenor et multi alii nobiles hoc anno acceperunt 
crucem.”471  While this is the only record that claims Eleanor took the Cross and must 
therefore be accepted with caution, at the very least it suggests her support of the 
movement as well as her desire to accompany Henry to the Holy Land.  The mural cycle 
of the Antioch Chamber at Westminster thus had the potential to persuade or remind the 
king of his royal duty to protect the Holy Land in the age of the rex crucesignatus.                                                          
467 See N.R. Hodgson, Women, Crusading and the Holy Land in Historical Narrative (Boydell, 2007), pp. 
116-119. 
468 PRO E 101/308/1 m. 1, cited in M. Howell, Eleanor of Provence: Queenship in Thirteenth Century 
England (Oxford, 1998), p. 60. 
469 Howell, Eleanor of Provence, p. 60. 
470 Matthew Paris noted her attendance at the ceremony, CM, 5.101-102. 
471 Annales de Waverleia, p. 342 
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Functioning as a Mirror of Princes drawn from the Chanson d’Antioche, the painted 
chambers would have been dominated by images of the Christian warriors heralded as the 
heroes of the First Crusade, knights celebrated for their piety as well as their martial 
prowess and courage on the battlefields of Antioch.  They would provide rousing models 
for the reluctant crusader king to follow. 
 
4.3 Literary Context 
 
Scholarship on the written records for Henry’s mural cycles is generally lacks 
consensus about which medieval text the Latin phrase “gesta Antiochie et regum” refers 
to.  In fragments from an essay on the Painted Chamber published posthumously in 1823, 
Charles Stothard contended that the book contained the acts of Antiochus and other kings 
and not a history of Antioch.472  He did acknowledge the obscurity of the Latin in 
question, which does not conform to either reading: in the genitive, the city Antioch is 
“Antiochiae” and the person Antiochus is “Antiochi.”  Of course, scribes more often 
abbreviated words than extended them, certainly in administrative records, making the 
former translation more likely.  Stothard’s interpretation of the Latin was certainly 
expedient, as he wanted to relate the 1250 record to the Old Testament murals in the 
king’s Painted Chamber, which did include a series of images presenting the story of the 
Syrian king Antiochus, who was an opponent of Judas Maccabeus, a well-known model 
of good crusading.  However, the Old Testament scenes have been dated to the reign of 
Edward I (1272-1307), and Henry’s 1250 commission was ad opus regine and therefore 
probably didn’t refer to works in the king’s apartments but rather the queen’s.  The initial 
and now unanimously accepted translation of the Latin as describing the history of                                                         
472 Mrs. C. Stothard, ed., Memoirs of the Late Charles Stothard (London, 1828), pp. 327-328. 
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Antioch also makes more sense given Henry and Eleanor’s literary tastes and the 
chambers’ artistic milieu, which is examined below.  
Attempts have also been made to associate “gesta Antiochie” more specifically 
with the Third Crusade, which was the most important campaign for the English because 
of Richard I’s celebrated leadership in the campaign.  Tancred Borenius proposed that in 
the context of Henry’s records it quite simply referred to the history of the Third Crusade 
(1189-92).  However, Borenius’ argument is problematic, because Antioch was not a 
significant site of action during that campaign.  Therefore, it is more than likely that 
mural paintings presented episodes from the First Crusade and the siege of Antioch.473  
Borenius was no doubt trying to establish narrative logic between the “gesta Antiochie” 
and the painting of the “duellum Regis Ricardi” that was featured alongside it in the 
king’s chamber at Clarendon.  There is only one medieval text of note that links the Third 
Crusade and Antioch.  Joseph of Exeter, a Latin poet who accompanied his friend 
Baldwin, Archbishop of Canterbury, on the Third Crusade, composed an epic panegyric 
about the campaign upon his return to England post-1190, which he titled the Antiocheis.  
Judging from the few fragments of the text that survive (roughly 21 lines), the poem 
celebrated the heroes of Britain, including Constantine and King Arthur.474  It would have 
been natural for the author to include a section on the deeds of King Richard on crusade, 
which he had witnessed first hand.  Granted, the palatial chamber at Clarendon was the 
only space to receive paintings of both the history of Antioch and the duel of King 
Richard on its walls, suggesting that the Antioch cycles and the Richard I depiction 
stemmed from two different narrative or even iconographic traditions; there is no mention                                                         
473 Borenius, “Cycle of Images,” p. 45. 
474 F.J.E. Raby, A History of Secular Latin Poetry in the Middle Ages, 2nd ed. (Oxford, 1967), p. 167; R. 
Mortimer, Angevin England, 1154-1258 (Oxford and Cambridge, 1994), p. 210. 
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of Richard I imagery in relation to the three other painted chambers.  Moreover, Joseph’s 
text was written in Latin not French, taking it out of consideration as the content of the 
Templar’s librum magnum.475  While the inclusion of Richard’s duel with Saladin 
undoubtedly added another level of significance to the Clarendon cycle, the history of 
Antioch – the First Crusade narrative – could stand on its own at the thirteenth-century 
English court.  
By the thirteenth century, crusade preachers and propagandists frequently evoked 
the successes of the First Crusade in order to inspire men to action.476  The First Crusade 
functioned as what Gabriel Spiegel would call a “usable past” for crusade propaganda – a 
past capable of redeeming a cause that has been lost, in ideological if not actual political 
terms.477  It seems appropriate that Henry III would look back to the First Crusade for 
inspiration, as it was the only successful crusade to the Holy Land that had been 
launched, and thus, like the image of Richard I, would have been an encouraging model 
for a latent crusader king.  At Clarendon, perhaps Henry III wanted to cast himself as the 
new Richard while locating his perspective campaign to the Holy Land in the tradition of 
the First Crusade.  The layering of narratives from assorted campaigns to the East was not 
without precedent in medieval artistic programs, which functioned much like typological 
juxtapositions of images drawn from Old and New Testament stories.  For example, the 
so-called Crusade Window of the abbey of Saint-Denis paired two scenes from 
                                                        
475 The poem could have been translated into French at some point in the thirteenth century, but there is no 
evidence to support this at present. The surviving text, indeed, is in Latin and was copied by William 
Camden (1551-1623) in his Remains Concerning Britain (London, 1657) pp. 309-310.  See also T. Warton, 
History of English Poetry From the Twelfth to the Close of the Sixteenth Century (London, 1871), pp. 226-
229 for a transcription of the poem and commentary. 
476 See Cole, The Preaching of the Crusades, pp. 94-95. 
477 G. Spiegel, Romancing the Past: The Rise of Vernacular Prose Historiography in Thirteenth-Century 
France (Berkeley, 1993), p. 1.  
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Charlemagne’s legendary pilgrimage and crusade to the Holy Land with ten images of 
battles and triumphs from the First Crusade, including the siege of Antioch.478 
It is clear that Henry III’s Antioch murals were drawn from a vernacular source, 
as the text in the Templar’s manuscript was written in “gallico ydiomate scriptum” – in 
the French written language – which makes it likely that the inspiration for the painted 
chambers was entrenched in vernacular epic or romance interpretations of crusade 
history.  Indeed, there is no evidence to indicate that King Henry or the members of the 
royal family patronized prose histories in Latin other than the Chronica Majora of 
Matthew Paris, which Henry implored Matthew to write to record major events at court 
for posterity.479  Henry III and Eleanor of Provence preferred vernacular literature in 
verse.  Documentary evidence in the account rolls, wardrobe accounts, and wills of the 
royal family suggest that both the king and queen owned books of romance (or books of 
vernacular literature), the precise contents of which sadly remain largely unknown.480  
While Henry III had a general interest in devotional manuscripts, especially saints’ lives 
in verse, Dieter Mehl has emphasized that chansons and romances were not necessarily 
distinct from devotional literature in their glorification of particular exemplary heroes of 
the Christian faith.  This is certainly true of works examining the unremitting Christian 
conflict with the infidel, from the Song of Roland to the Middle English Richard Coeur 
de Lion, both edifying and moralizing tales that resemble saints’ Lives.  Many crusaders 
inevitably shared the crown of martyrdom with their saintly counterparts.481  Thus,                                                         
478 See Brown and Cothren, “The Twelfth-Century Crusading Window.” 
479 See Lewis, Matthew Paris, p. 49. 
480 See: Parsons, “Of Queens, Courts and Books,” p 176; Howell, Margaret of Provence, pp. 7, 60, 74, 82-
83 and 259; N. Morgan, Early Gothic Manuscripts, 1190-1250: A Survey of Manuscripts Illuminated in the 
British Isles, 2 (London, 1982-88), p. 11. 
481 D. Mehl, The Middle English Romances of the Thirteenth and Fourteenth Centuries (London, 1969), pp. 
10-13, 17-21, 253-4; Lloyd, English Society, pp. 96-97. 
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Henry’s general taste in devotional literature easily could have encompassed romances 
and epics.  There is, in fact, a written record that the king possessed a bound collection of 
romances or, in the very least, a book of French writings.482  In 1237 the king ordered 
clasps (fermaculis), hasps (hapsis) and nails of silver for “his great book of romances” 
(ad magnum librum Romanic’ nostri).483  Eleanor of Provence also owned and 
bequeathed several romances: she had a personal copy of the Roman de Guillaume le 
Conquerant, which went to her grandson Edward of Caernarvon in 1298; she paid thirty-
five shillings for a romance made by the hand of William Paris at Oxford; and she paid 
ten shillings for a romance bought from Peter the Parisian.484 
 
The Chanson d’Antioche 
The most likely literary source for the Antioch Chamber paintings is the Chanson 
d’Antioche, an old French chanson de geste that celebrates the great heroes and successes 
of the First Crusade.485  Indeed, it frequently has been accepted that the book delivered to 
                                                        
482 On Henry’s manuscript tastes, Parsons, “Of Queens, Courts and Books,” p. 176; M.T. Clanchy, England 
and Its Rulers, 1066-1272 (New Jersey, 1983), pp. 280-82; R. Kent Lancaster, “Artists, Suppliers and 
Clerks: The Human Factors in the Art Patronage of Henry III,” JWCI 35 (1972): 105-6; Morgan, p. 11.  
M.D. Legge credits Henry III for introducing Thomas’s Tristan, one of the “most important romances in 
Old French, let alone Anglo-Norman,” to his ally Haakon IV of Norway, indicating that Henry himself 
possessed a court copy of the romance at some point, see Legge, Anglo-Norman Literature, p. 58. 
483 CLR, 1226-40, p. 288. 
484 Parsons, “Of Queens, Courts and Books,” p. 176, p. 190 n. 7; H. Johnstone, Edward of Carnarvon 
(Manchester, 1946), p. 18 (London, National Archives E 101/349/18, 19). 
485 There are two epic Crusade Cycles. For the older or First Cycle see K.-H. Bender and H. Kleber, Le 
Premier cycle de la croisade. De Godefroi à Saladin: entre la chronique et le conte de fées, pt. 1/2, fasc. 5 
of Les Epopées romanes, vol. 3 of Grundriß der romantischen Literaturen des Mittelalters (Heidelberg, 
1986). For the Second Cycle see S. Duparc-Quioc, Le Cycle de la croisade (Paris, 1955); R.F. Cook and 
L.S. Crist, Le Deuxième Cycle de la croisade: Deux etudes sur son développement (Geneva, 1972).  
Scholars have concluded that the French Crusade Cycle had its beginning in the Chanson d’Antioche, 
which is believed to have been written in the years just after the conclusion of the First Crusade by Richard 
the Pilgrim, an eyewitness to the campaign.  His version does not survive; the earliest extant version is a 
twelfth-century text by Graindor de Douai, who also revised the anonymous Chanson de Jérusalem and 
perhaps devised a third poem for the cycle, Les Chétifs.  These three poems together form the “nucleus” of 
the cycle. G.M. Myers, “The Manuscripts of the Cycle,” in The Old French Crusade Cycle I: La Naissance 
du Chevalier au Cygne, edited by Emanuel J. Mickel, Jr. and Jan A. Nelson (Alabama, 1977), pp. xiii-xv.  
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the king and queen by the Master of the Temple in 1250 contained the Chanson 
d’Antioche or Geste d’Antioc.486  This manuscript (the “gesta Antiochie et regum et 
aliorum”) was most likely a compilation of chansons from the so-called Old French 
Crusade Cycle, even though the subject matter suggested by the phrase “et regum et 
aliorum” is certainly indistinct.  Surviving manuscripts suggest that the branches of the 
Crusade Cycle were always bound together, usually in clusters of no less than three of the 
texts.487  As a narrative cycle, the crusade epics are distinguishable from a miscellany 
because the events are presented in a linear sequence, the principles characters 
throughout the cycle are identical or related to each other, and the cohesion between the 
constituent works is made clear by internal references.488  The texts of the cycle also 
adhere to a chronological framework and must appear in a particular order.  Moreover, it 
seems that the crusade texts were rarely accompanied by ancillary texts, such as other 
chansons de geste, romances or historical works.  Of the sixteen surviving manuscripts                                                         
486 M. Howell, Eleanor of Provence, p. 117; Tristram, p.17; Parsons, “Of Queens, Courts and Books,” p. 
176.  There are very few existing copies of the Crusade Cycle that were produced in England.  A deluxe 
manuscript, probably made in Rouen, however, containing three full branches of the cycle (Naissance, 
Chevalier au Cygne and Enfances Godefroi as well as fragments of Jérusalem) was presented by John 
Talbot, first Earl of Shrewsbury, to Margaret of Anjou, perhaps to mark her marriage to Henry VI in 1445 
(London, BL Ms. Royal 15 E VI), and a crusade epic of over 15,000 lines known as the Poèm de la 
Première Croisade was copied by an Oxford scribe in the mid-thirteenth century (Oxford, Bodley Ms. 
Hatton 77).  For these two manuscripts: Myers, p. xlviii, p. lii and notes.  The Antioche text known to 
Henry III and Eleanor of Provence was almost certainly in Old French; there are currently no known 
examples of chansons de geste translated into Anglo-Norman, not from the twelfth or thirteenth centuries.  
See R.J. Dean, Anglo-Norman Literature: A Guide to Texts and Manuscripts (London, 1999).   
487 There are numerous variations for the compilation of texts and continuations from the Crusade Cycle in 
bound manuscripts, the subject of which is too complex to describe here. In general, there are 
approximately fifteen branches of the cycle (roughly in chronological order): the Naissance du Chevalier 
au Cygne, surviving in the Elioxe version, Beatrix version and the Elioxe-Beatrix version; the Chevalier au 
Cygne; the Fin d’Elias; the Enfances Godefroi; the Retour de Cornumarant; the Chanson d’Antioche; Les 
Chétifs; the Chanson de Jérusalem; the Chrétienté Corbaran; the Prise d’Acre; the Mort Godefroi; the 
Chanson des Rois Baudouin; Jérusalem continuation 1; Jérusalem continuation 2; and Le Chevalier au 
Cygne et Godefroi de Bouillon. Of note, there are several manuscripts comprised of only one or two of the 
texts (i.e. Bern, Burgerbibliothek Ms. 627 and Oxford, Bodleian Ms. Hatton 77), which may have been 
used by jongleurs for public performances of the texts, requiring small format manuscripts. See Myers, p. 
lv and p. lxxxiii, n. 113. 
488 For definition and discussion of narrative cycles see Bart Besamusca…[et al.], eds., Cyclification: The 
Development of Narrative Cycles in the Chansons de Geste and the Arthurian Romances (Amsterdam, 
1994). 
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and fragments of the cycle, only three have additional textual matter, one of which was a 
dense chivalric compendium produced for Margaret of Anjou in the mid-fifteenth 
century, beyond the scope of this project.489  The other two manuscripts were composed 
in the thirteenth century, and they included supplemental texts that were classified as 
crusader history, at least by the late twelfth century when the majority of the Crusade 
Cycle branches were penned.  The first compilation volume (Paris, BnF Ms. fr. 786) 
concluded with the verse Roman d’Alexandre, and the second (Paris, BnF Ms. fr. 1621) 
contained the prose Pseudo-Turpin Chronicle, which recounted Charlemagne’s 
expedition to Spain and the death of Roland in 778.  Indeed, both of these narratives were 
considered within the framework of crusader history in the twelfth and thirteenth 
centuries, because their heroes embodied the ideal of territorial expansion and, to some 
degree, war against the “Other.”  If the Templar manuscript of Antioche was produced in 
England for an English audience, it might even have contained a vernacular history of 
English kings, such as a copy of Wace’s Roman de Brut or his Roman de Rue.490   
                                                        
489 On Margaret of Anjou’s manuscript (London, BL Ms. Royal 15 E VI) see A.D. Hedeman, “Collecting 
Images: The Role of the Visual in the Shrewsbury Talbot Book (Royal 15 E VI),” A. Taylor, “The Time of 
an Anthology: BL Ms. Royal 15 E VI and the Commemoration of Chivalric Culture,” C. Taylor, “The 
Treatise Cycle of the Shrewsbury Book, BL Ms. Royal 15 E VI,” K. Fresco, “Christine de Pizan’s Livre des 
fais d’armes et de chevalerie and the Coherence of BL Ms. Royal 15 E VI,” all in Collections in Context: 
The Organization of Knowledge and Community in Europe (14th-17th Centuries), edited by A.D. Hedeman 
and K. Fresco (Columbus, forthcoming). 
490 King Henry may have inherited a “Matter of England” manuscript in the vernacular from his father; in 
1205 King John ordered Reginald de Cornhille to send to him a “Romanicum de Historia Angliae” [Rot. 
Claus. 6 John, m.2].  The Roman de Brut, in particular, was relatively popular in the mid- and late-
thirteenth century, especially in French or Anglo-Norman verse, and it was bound with a diverse range of 
texts.  For example, a late thirteenth century copy (London, BL Add. 32125) was bound with Arthurian 
matter, namely the Romance of Saint-Graal and "Si commence le liure de Merlin," by Rovert de Borron, 
and in a manuscript dated to the reign of Edward I from Christ Church Canterbury (London, BL Add. 
45103), the Anglo-Norman Brut is bound with both political documents, including the First statute of 
Westminster, 3 Edw. I [22 Apr. 1275], and classical history, namely the Hystoria Troianorum et Grecorum 
in Latin.  The only case that I have identified in which Wace is bound with a branch of the Old French 
Crusade Cycle is the French compendium gifted to Margaret of Anjou from John Talbot in 1445 (London, 
BL Royal Ms. 15 E VI); the manuscript contains excerpts from Wace’s Roman de Rou and the complete 
text of the Chevalier au Cygne. 
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The Chanson d’Antioche is a romanticized account of the sieges of Nicaea and 
Antioch, blending historical facts and players with entirely invented ones.491  The poem’s 
opening lines define the text as the story of the retaking of the holy city of Jerusalem, the 
underlying goal of the first three crusades to the East, although the siege of Jerusalem 
was recorded in a subsequent poem in the cycle, La Chanson de Jérusalem.492  While the 
epic songs of the crusades, the Old French Crusade Cycle, including the Antioche song as 
well as the Chanson de Jérusalem and its continuations, are rooted in the history of the 
First Crusade, they are literary works, fictions, that present the Crusades within an 
ideological framework of a prodigious and unblemished Christian past.493  They present, 
in the words of Robert Francis Cook, a “world of contrasts, between the honorable and 
the dishonorable, the followers of the True Faith and the infidels, the proper leader and 
the weak or inadequate one, that has long been recognized among literary scholars as 
mirroring the ideological world of the crusader.”494   
Following the conventions of chansons de geste, the ultimate goal of the crusade 
epics was not simply to narrate the history of the movement but to amplify the act of 
crusading and its spiritual rewards.  The narratives focused on the mythic participants of 
the Crusades, some real and some invented, as an explicit invitation for all readers or                                                         
491 Sarah Kay has challenged the strict confines of genre that traditionally have separated the chansons de 
geste and romances, i.e. the traditional account of the “rise” of romance and the “decline” of the chansons. 
Rather than searching for the points of influence from one genre to the other, usually from the “banal” 
chansons to the literary romances, Kay examined the ways in which the two genres co-existed, each 
representing a different cultural process (or, indeed, political worlds) while certainly sharing much common 
ground.  S. Kay, The Chansons de Geste in the Age of Romance: Political Fictions (Oxford, 1995), pp. 
232-234.  
492See Jan Nelson’s introduction in The Old French Crusade Cycle Vol. IV: La Chanson d’Antioche, edited 
by J.A. Nelson, (Tuscaloosa and London, 2003), p. 9 and p. 49, ll. 1-4. 
493 For the close relationship between Latin gesta and vernacular chansons de geste on the subject of the 
Crusades see J. Beer, “Heroic Language and the Eyewitness: The Gesta Francorum and La Chanson 
d’Antioche,” in Echoes of the Epic: Studies in Honor of Gerard J. Brault, edited by D.P. Schenck and M.J. 
Schenck (Birmingham, 1998), pp. 1-16. 
494 R.F. Cook, “Crusade Propaganda in the Epic Cycles of the Crusades,” in Journeys Toward God: 
Pilgrimage and Crusade, B.N. Sargen-Baur, ed. (Kalamazoo, 1992), pp. 158-9. 
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listeners to imitate the early crusaders’ prowess in holy war.  Geert H.M. Claassens noted 
that for the greater part the Crusade Cycle has a “multiple protagonist” – the 
christianitas, the whole of Christendom, although it was the deeds of the great lords, the 
noble men who led discrete contingents of military forces from the territories of 
northeastern France to the East, which were central to the epic narrative.  In particular, 
the cycle’s twelfth-century authors singled out Godfrey de Bouillon, duke of Lower 
Lorraine, as an ideal crusader; he became the central figure of the entire cycle, and its 
numerous continuations explored his supernatural lineage and dynastic heritage.495  This 
dynastic matter in the crusade cycle would contribute to Godfrey’s eventual elevation to 
the status of one of the Nine Worthies alongside Arthur and Charlemagne, as one of the 
three Christian heroes.496  The social and cultural environment that generated the cycle 
certainly drove this development.  Members of the Flemish-Picardian noble circles, who 
had been actively involved in the First Crusade and the Kingdom of Jerusalem and 
wanted subsequent generations invested in the crusade movement, commissioned the first 
copies of the crusade cycle.497  Keith Busby suggested, although Godfrey was strictly of 
the Boulogne family, the location of the Boulonnais made it in essence part of greater 
Flanders-Picardy, and the Crusade Cycle therefore linked the entire area to the glorious 
history of Outremer.498   
                                                        
495 G.H.M. Claassens, “The Cycle de la Croisade: Vernacular Historiography,” in Cyclification, p. 186. 
496 K. Busby, Codex and Context: Reading Old French Verse Narrative in Manuscript, 2 vols. (Amsterdam 
and New York, 2002), 1.265.  
497 See Claassens, p. 187; S. Duparc-Quioc, La Chanson d’Antioche, 2 vols. (Paris, 1976), 2.228-34; idem., 
“La Composition de la Chanson d’Antioche,” Romania 83 (1962), pp. 240-41; P.R. Grillo, The Jérusalem 
Continuations. Part II (Tuscaloosa, 1987), pp. xxxiii-xxxv; and Busby, Codex and Context, I, pp. 257-259. 
498 Busby, Codex and Context, I, p. 257.  It is probably no mere coincidence that this region also produced 
the majority of illuminated manuscripts of William of Tyre’s History of Outremer in the vernacular, 
roughly during the same period (c. 1240 – c. 1310).  See J. Folda, The Illustrations in Manuscripts of the 
History of Outremer by William of Tyre, 3 vols., Ph.D. Diss. (Johns Hopkins, 1968), 1, p. v and pp. 145-
146. 
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The Antioche text included two figures, one noble and one saint, who could have 
inspired representation in Henry’s royal chambers.  Robert Curthose, Duke of Normandy, 
was a hero of the First Crusade celebrated in the Antioche text as a fierce warrior, who 
bravely engaged in single combat with Kerbogha and murdered the Rouge Lion at the 
final battle for Antioch.499  Robert Curthose was the eldest son of William the Conqueror 
and was thus an ancestral kinsman of King Henry III.  Indeed, Simon Lloyd speculated 
that Henry III had in mind Curthose’s heroic deeds when he commissioned the Antioch 
murals.  Regarded as a pre-eminent crusader in the twelfth and thirteenth centuries, his 
image was used as a model for prospective crusade leaders.500  For example, Curthose 
was featured as a heroic knight in one of the medallions of the Crusade Window at Saint-
Denis.  Portrayed in active battle, piercing his enemy with a lance, Robert’s dynamic 
appearance in the cycle has been linked to the crusade proposals of c. 1158, during which 
time the king of France, Louis VII, and the king of England, Henry II, were making 
serious plans to launch a joint Anglo-French crusade in Spain.501  In the mid-twelfth 
century when the Chanson d’Antioche was written and the Saint-Denis window was 
made, Robert Curthose could have been employed as a crusade prototype for his great-
nephew Henry II, who had been exhorted to follow in the footsteps of his ancestors found 
a new Jerusalem:  Curthose was one of the only suitable crusade models for an Anglo-
Norman king.502  Arguably, the English royal family was establishing Robert Curthose as 
the English Charlemagne, which is suggested by the historian Wace (c. 1118- c. 1183), 
                                                        
499 See Nelson, ed., Chanson d’Antioche, pp. 25-26, 319-350. 
500 Lloyd, English Society, p. 200; G. Paris, “Robert Court-Heuse á la première croisade,” Comptes Rendus 
des Séances de l’Académie des Inscriptions et Belles-Lettres 18 (1890), pp.190-215. 
501 See Brown and Cothren, “Twelfth-Century Crusading Window,” pp. 30-31. 
502 Brown and Cothren, p. 31; Osbert of Clare, Letters of Osbert of Clare, Prior of Westminster, edited by 
E.W. Williamson (London, 1929), p. 131 and notes on pp. 221-222. 
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who memorialized Robert’s heroic deeds on crusade especially his bravery on the 
battlefields of Antioch, in his Anglo-Norman history the Roman de Rou.503  Wace was 
popular among the English court circle in the twelfth century, and King Henry II 
commissioned a copy of his Anglo-Norman verse chronicle, which was probably read out 
at court.  The text provided a eulogy of both Henry and his dynasty and stressed the close 
relationship between pre-Conquest England and Normandy.504  While there is no hard 
evidence to support Lloyd’s speculation that Curthose was a featured crusader in the 
Antioch Chamber, he would have held more fascination for the English reader of 
Antioche than his Frankish counterparts, such as Godfrey de Bouillon or Raymond of 
Toulouse.  Indeed, the chanson is ultimately focused on France (as was the First 
Crusade): “Des bons barons de France drois est que je vos die / Ki par force conquisent la 
celestial vie.”505  Thus, in the context of the Chanson d’Antioche, the Henry III perhaps 
looked to his Norman ancestor for inspiration, especially considering his fierce 
competition with king Louis IX of France, for some dominion over the crusade 
movement and the Holy Land. 
The Antioche text also celebrates the divine intervention of St. George during the 
final, bloody siege of Antioch in 1098.  Just when Christian defeat seems certain, St 
George sweeps down from the mountain leading a host of warrior-angels on horseback to 
aid the struggling crusaders.506  This episode in crusade history was visualized in English 
art during the early twelfth century and could have found new life in Henry’s Antioch 
Chambers, though he was not a favorite of Henry III’s.  Of course, the commissions for                                                         
503 Lloyd, English Society, p 200.  
504 See Wace, The Roman de Rou, trans. G.S. Burgess (St. Helier, 2002); Le Roman de Rou et des Ducs de 
Normandie, ed. F. Pluquet, 2 vols. (Rouen, 1827, 1829). 
505 Duparc-Quioc, ed., Chanson d’Antioche, l1. 106-107, cited in Cook, p. 169. 
506 Nelson, ed., Chanson d’Antioche, ll. 10937-10945. 
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the murals in the Antioch Chambers did not specify the figures, with the exception of the 
mural of Richard I’s duel against Saladin painted at Clarendon.  Further, Henry III did 
not exhibit a particular devotion to St. George.  Out of all the king’s artistic commissions 
that survive in the rolls, there was only a single request for an image of St. George to be 
painted in the King’s Hall in Winchester Castle, during the year 1256.507 
Overall, the Chanson d’Antioche is dominated by descriptions of epic combat; 
there are constant frenzied battle scenes that engage large numbers of knights and always 
end in Christian victory.  As Cook noted, the texts place a high value on action, and a 
marked portion of the Chanson d’Antioche describes combat for its own sake, even when 
the eyewitness chroniclers mention no combat.508  The text therefore would have fed the 
taste for representations of grand warfare and famous battles that was increasingly 
emblematic in later medieval art, evident, for example, in the late thirteenth-century 
monumental painted battle scenes in the Painted Chamber at Westminster, the lost 
painted cycle of the bellicose life of Edward I in the Bishop’s Palace, Lichfield, the 
illuminated copies of the Old French Crusade Cycle, and even the dynamic Old 
Testament battle scenes that play out across the folios of the Morgan’s Picture Bible– a 
deluxe manuscript roughly contemporary with Henry’s wall-paintings that had strong ties 
to French epic poetry.509 
 
 
                                                         
507 Borenius, “Cycle of Images,” pp. 43, 49. 
508 Cook, p. 161. 
509 See Binski, Painted Chamber; Reeve, “Former Painted Cycle,” p. 71; C. Griffith Mann, “Picturing the 
Bible in the Thirteenth Century,” in The Book of Kings: Art, War and the Morgan Library’s Medieval 
Picture Bible, edited by W. Noel and D. Weiss (Baltimore and London, 2002), pp. 38-59. 
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Other “Literature Chambers” in England 
The Antioch Chambers were not inimitable royal commissions in England.  There 
is hard evidence that chivalric literature inspired decorative schemes at a number of royal 
residences during the reigns of Henry III and his son, Edward I.  For example, the royal 
castle at Dover had Arthurian-themed rooms, namely “Arthur’s Hall” and “Guinevere’s 
Chamber.”  Ernest Tristram suggested that both chambers featured mural paintings drawn 
from the romance cycle, but unfortunately there is no archaeological or documentary 
evidence of painted decoration at Dover.510  Cycles drawn from the life of Alexander the 
Great were executed in a chamber at Clarendon Palace before 1237, which was referred 
to in the rolls in the 1240s as the “Alexander Chamber,” and in the Queen’s Chamber at 
Nottingham Castle in 1252.511  Scholars speculate that the Alexander murals were based 
on illustrations from a copy of the Roman d’Alexandre contained in the Henry’s “great 
book of romances” for which the silver hasps and nails were supplied in 1237.512  While 
the contents of this “great book” will remain a mystery, it is very possible that the murals 
were based on an illuminated copy of the story, especially since it is clear that a 
manuscript was also used as a model for the paintings of the history Antioch in the 
Queen’s Chamber at Westminster.513  Notably, there is only one extant thirteenth-century 
English manuscript of the life of Alexander the Great, an illuminated copy of Thomas of 
                                                        
510 Tristram, p. 17; T. Warton, History of English Poetry, 2nd ed. (London, 1775-1781), p. 201; Dugdale, 
Monasticon, 2.2. 
511 For Clarendon, CLR, 1245-51, pp. 28, 239, 247, 297, 321; CLR, 1251-1260, pp. 90, 346.  For 
Nottingham Castle, CLR, 1251-1260, p. 18: “Contrabreve to paint the story of Alexander all about the 
queen’s chamber at Nottingham, the cost to be credited by view.” 
512 T.B. James and A.M. Robinson, Clarendon Palace (London, 1988), p. 25. 
513 For general bibliography on Anglo-Norman Alexander texts, see M.D. Legge, Anglo-Norman Literature 
and Its Background (Oxford, 1963), pp. 105-107. 
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Kent’s Anglo-Norman Roman de toute chevalerie, c. 1240-50.514  The manuscript was 
produced in either London or St. Albans between the painting of the first Alexander 
Chamber at Clarendon and the second at Nottingham.  Its text is focused on Alexander’s 
military exploits in the exotic world that he is actively conquering, and its accompanying 
images, 152 framed tinted drawings in green, brown, blue and red, depict elaborate battle 
scenes, and the marvels that Alexander witnessed during his travels in the East.515 
 In line with the Chanson d’Antioche and other crusade poetry, the Roman de toute 
chevalerie defines Alexander’s imperial pursuits in the context of the crusade movement.  
Alexander’s military opponents are called Saracens; the author declares, the Persian king 
Darius ruled over a vast army of a hundred thousand Saracens (cent mil Sarazin).516  
Following the Christian belief that Muslims venerated the black stone of Kaab, Thomas 
of Kent described the “pagans” as worshipping black stones: “D’une noire pere un ymage 
esgarda.”517  These associations would have projected Alexander forward in time as a 
thirteenth-century crusader king, speaking directly to its European Christian audience and 
                                                        
514 Thomas of Kent, Roman de toute chevalerie (Cambridge, Trinity College Ms. O.9.34).  See F.P. 
Magoun, “The Compilation of St. Albans and the Old French Prose Alexander Romance,” Speculum 1 
(1926), pp. 225-232; The Anglo-Norman Alexander: Le roman de toute chevalerie by Thomas of Kent, 
Brian Foster and Ian Short, eds., 2 vols. (London, 1976-1977).  There were two Alexander romances 
written in the twelfth century, the Roman D’Alexandre and the Roman de toute chevalerie. The author of 
the former claims to have based his version on a vernacular source, while Thomas of Kent claims a Latin 
source for the later.  See The Medieval French Roman d’Alexandre, Vol. VI: The Version of Alexander in 
Paris, E.C. Armstrong, ed. (Princeton, 1976), pp. 88-9; Anglo-Norman Alexander, line P 21: “d’un bon 
livre en latin fist cest translatement.”  There is a second illustrated manuscript of this text in Paris (BNF fr. 
2434), which was made for an English knight c. 1308-12, described in F. Avril and P.D. Stirnemann, 
Manuscrits enluminés d’Origine insulaire VIIe-XXe (Paris, 1977), pp. 38-39. 
515 See N. Morgan, Early Gothic Manuscripts, Cat. No. 81, p. 129.  Morgan believes that only half the 
original manuscript exists.  The text is illustrated throughout with 152 framed tinted drawings in green, 
brown, blue and red with rubricated titles, and the complete copy must have featured 300 images, compare 
with a c. 1300 copy (Paris, BN Ms. fr. 24364) and a fourteenth-century copy in the Durham Cathedral 
Library (Ms. C. IV. 27B). 
516 Anglo-Norman Alexander, ll 1604-8. 
517 Anglo-Norman Alexander, ll. 1128-9, quoted in D. Metlitzki, The Matter of Araby in Medieval England 
(New Haven, 1977), p. 294.  See also M. Camille, The Gothic Idol: Ideology and Image-Making in 
Medieval Art (Cambridge, 1989), pp. 140 and 372 n. 24.  On the black stone idol see N. Daniel, Islam and 
the West: the Making of an Image, Rev. ed. (Oxford, 1993), p. 311. 
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their desire to defeat the infidel and conquer the Holy Land, to reclaim it for 
Christendom.518  Thomas provided Alexander with the qualities of both the fearless 
conqueror and the ideal knight, as he transverses the far reaches of the earth – Babylon, 
the lands of India, the nations of Ethiopia.  As Akbari has suggested, “For the reader of 
the romance, Alexander is a mediator between the familiar space of home and the exotic 
terrain abroad, as the reader sees the curiosities of the world – from the monstrous races 
of Ethiopia to the marvelous luxuries of India – through his eyes.”519  Thus the royal 
Alexander Chambers had the potential not only to inspire the king to imitate Alexander’s 
chivalric leadership and military prowess, specifically as a crusader, but also to transport 
its courtly audience to exotic locations at each of the “treis fins del mond” [three ends of 
the world] that Alexander conquered.520 
 Royal interest in the exotic East and chanson de geste inspired yet another set of 
thirteenth century chambers, which were referred to as “Gloriette” in English written 
records from the late thirteenth and early fourteenth centuries.521  There were “Gloriettes” 
at two medieval castles owned by the royal family, Corfe in Dorset and Leeds in Kent.522                                                          
518 S. Conklin Akbari, “Alexander in the Orient: Bodies and Boundaries in the Roman de toute chevalrie,” 
in Postcolonial Approaches to the European Middle Ages: Translating Cultures, A.J. Kabir and D. 
Williams, eds. (Cambridge, 2005), p. 114 
519 Akbari, “Alexander,” p. 112. 
520 Anglo-Norman Alexander, l. 5945. 
521 See M.M. Reeve and M. Thurlby, “King John’s Gloriette at Corfe Castle,” JSAH 64:2 (2005), pp. 169-
185; J.A. Ashbee, “‘The Chamber called Gloriette’: Living at Leisure in Thirteenth- and Fourteenth-
Century Castles,” JBAA 157 (2004), pp. 23ff.  The Gloriette at Corfe was erected during the reign of King 
John between 1201-02, although the first use of the word comes in the reign of Edward I. In 1280 he paid 
the wages of a roofer working on “the lord King’s chamber, the chapel, the queen’s chamber, the chamber 
called Gloriette and the gate in front of the Great Tower” (London, National Archives E101 460/27, rot I, 
m2).  The evidence is similar for Leeds Castle, which became part of the estate of Edward’s wife, Eleanor 
of Castile, around 1278.  In 1298 a record of expenditure was issued for repairs at the castle, namely “the 
lord King’s chamber there called la Gloriete” (London, National Archives E 372/146, rot comp 44, m2d; 
E372/147, rot 16d and PRO, E372/147, rot 16d). 
522 There were also two additional chambers or buildings called “Gloriette” in thirteenth-century England, 
although neither site is associated with royal patronage, so they will not be considered here in detail. There 
was a Gloriette at Chepstow Castle, which was standing by 1271.  It was apparently comprised of multiple 
chambers, one of which was for the private use of the fifth earl of Norfolk, Roger Bigod, who was probably 
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The term “Gloriette” was traditionally understood as a reference to a type of garden or 
pavilion in the Islamic world, transposed to northern Europe by way of Spain or Sicily.  
However, physical and documentary evidence for the Northern European structures 
suggests that “Gloriette” refers not to a garden enclosure or pavilion, but to a building or 
chamber within a structure intended for domestic rather than military or administrative 
use.523  Two recent articles suggest that the term “Gloriette” was more immediately a 
reference to the twelfth-century Old French chanson de geste, la Prise d’Orange (The 
Capture of Orange) by Guillaume d’Orange, in which the name was used for the principle 
architectural setting in the narrative, namely a lavish marble tower.524  Indeed, in the 
poem, Gloriete is the setting of romantic and military adventures, which would have 
appealed to a thirteenth-century courtly audience. 
 La Prise d’Orange describes the Gloriete as an exotic chamber, richly decorated 
with marble pillars and walls, windows sculpted in silver (lattice work) and a fragrant 
garden that fills the air with spices.  It is also described as a marble tower.525  For Jeremy 
Ashbee, the descriptions of Gloriete functioned as a literary topos “representing the 
superior technology of the Saracens” – a convention of chansons de geste which often 
contrast Saracen luxury and wealth with the austere Christian knight.  Matthew Reeve 
and Malcolm Thurlby further proposed that the poet purposely described the decorative 
                                                        
responsible for its construction.  See Ashbee, “Chamber called Gloriette,” pp. 28-29 and p. 39 notes 55-61. 
Among the conventual building of Canterbury Cathedral Priory was a chamber referred to c. 1390-1411, 
during the time of Prior Chillenden, as le Gloriet.  The exact date and context of this chamber is unknown; 
Ashbee generally suggests that perhaps a prior of Canterbury, aware of the king’s chambers, wanted to 
adopt “some of the royal trappings of royalty” for his own suite. Ashbee, pp. 30-32. 
523 Reeve and Thurlby, p. 180. 
524 Ashbee, p. 17; Reeve and Thurlby, p. 180.  See also A. Labbé, L’Architecture des palais et des jardins 
dans les chansons de geste (Paris, 1987); J.W. MacInnes, “The Function of the Tower and the Name 
Gloriette in the Prise d’Orange,” Olifant 10 (1982-3), pp. 24-41. 
525 Ashbee, pp. 34-35; his translations of the text are from J.M. Ferrante, ed., Guillaume d’Orange. Four 
Twelfth-Century Epics (New York, 1974). 
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elements of the interior – the marble, gold and silver – to endow the Saracen palace with 
a sense of “easterness.”526  Indeed, the poet himself identified the architect of the Gloriete 
as a Saracen, Grifon of Almeria.527 
 Luxurious and paradisiacal settings associated with the exotic East were important 
settings in the Alexander romances.  For example, in the Roman de toute chevalrie, 
Alexander the Great visited an enclosed grove of trees where “flairent…les espices cum 
ceo fust Paradis” and encountered the beautiful Oriental queen, Candace, among the 
exotic treasures of her luxury palace.528  These sites of action were ultimately paradoxical 
in the romance, offering the protagonist the promise of both sensuous pleasures and 
imminent dangers.529  In the case of the Prise, as Ashbee points out, the fine and lavish 
construction of Gloriete is celebrated; the Christian protagonist has no problem seizing it 
for himself:  “like the Saracen queen Orable, Gloriete is treated as a spoil of war.”530  
While the English stone halls and chambers called “Gloriette” neither replicated Islamic 
architecture nor, on present evidence, had murals drawn from the text, the name alone 
perhaps evoked a whole set of connotations associated with luxury, leisure and opulent 
living as well as victory in the perpetual war against the infidel, the Crusades, which was 
clearly a royal prerogative in England under Edward I.531                                                         
526 Reeve and Thurlby, p. 180. 
527 Reeve and Thurlby, p. 180. 
528 Anglo-Norman Alexander, l. 7101; Akbari, “Alexander,” pp. 119-120. 
529 Akbari, “Alexander,” p. 120. 
530 Ashbee, p. 35.  See also S. Kay, Chansons de Geste in the Age of Romance, pp. 179-80. 
531 In the visual arts, the Gloriete tower from La Prise d’Orange was painted on a wooden casket from 
around 1200, see C.M. Kauffmann, “A Painted Box and Romance Illustration in the Early Thirteenth 
Century,” Burlington Magazine 134 (1992), pp. 20-24, and the romance was the subject of at least one 
known mural cycle, see R. Sherman Loomis, “La Pourtraicture de Guillaume d’Orange et Ysoré en 
Murailles,” Gazette des Beaux-Arts 23 (1943), pp. 113-17.  There is little evidence to suggest how the royal 
Gloriette chambers were used.  Reeve and Thurlby do note that a possible precedent may have been the 
garden enclosure at the royal palace at Woodstock, Oxfordshire.  Containing fountains and pools, King 
Henry I had the garden enclosed and stocked with exotic animals including lions, leopards, camels and 
other eastern joyeux, perhaps functioning as a setting for his trysts with his mistress, Rosamund Clifford.  
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4.4 Artistic Context I: Twelfth Century Precursors 
 
The Battle of Antioch was visualized in five extant twelfth-century monumental 
cycles that were precursors for Henry III’s Antioch Chamber.  The earliest two were 
sculpted and painted at the English parish churches of Fordington and Hardham in the 
first quarter of the twelfth century.  The other three cycles were produced in France 
between c. 1150 and 1200: a mural at the Templar commandery at Cressac, a mural in a 
parish church in Poncé-sur-Loire, and the so-called Crusade Window in the Abbey of 
Saint-Denis.  Occurring in an urban abbey, a military base, and rural parish churches in 
both England and France, the story of the Battle of Antioch during the First Crusade 
clearly resonated with diverse audiences, including religious, crusaders, and small 
communities of Christians in the West.  The Battle of Antioch was an event celebrated in 
England and France and was both a religious and historical subject that lent itself to 
visual representation. 
 
Fordington and Hardham 
The focus of the two English cycles is St. George.  He was the recognized leader 
of a assembly of saints and angels, “a countless host of men on white horses, whose 
banners were all white,” who assisted the Franks on the battlefield outside of Antioch in 
1098, ultimately leading the crusader army to victory.532  On a stone doorhead of the 
church of Fordington, near Dorchester (Dorset), there is a sculpted relief of St. George in 
                                                        
See Reeve and Thurlby, p. 181.  Howard Colvin even suggested that Henry I’s enclosed garden was based 
on the garden settings described in the romance of Tristan and Isolde, as the English king likely owned a 
copy of the text.  See H.M. Colvin, “Royal Gardens in Medieval England,” in Medieval Gardens, edited by 
E.B. MacDougall (Washington, D.C., 1986), pp. 18-20.  
532 Morris, “Picturing the Crusades,” p. 204, quoting from the Gesta Francorum, edited by Rosalind Hill 
(London, 1962), p. 69. 
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combat (Figs. 77-78).  Based on its style, the relief is dated c. 1098-1110, a period 
coinciding with the crusaders’ successes at Antioch and Jerusalem and the formal 
establishment of the Latin Kingdom in 1099.533  The mounted saint holds a banner signed 
with the cross and is engaged in combat, not with the dragon but rather with a group of 
soldiers wearing pointed helms and bearing shields.  The soldiers do not exhibit distinct 
iconography or features, complicating the identification of this ambiguous scene.  
However the martyrdom of St. George was represented by a series of tortures not a 
mounted combat, in particular at Hardham, Westmeston and Coombes.534  Beyond his 
martyrdom, St. George was usually celebrated for one of two heroic deeds, either slaying 
the dragon or aiding the crusaders at Antioch.  By process of elimination, Alford suggests 
that the doorhead must portray the intervention of St. George at the Battle of Antioch, 
identifying the soldiers as an army of “infidels” or Saracens.535  St. George’s attributes in 
the relief, his battle standard and grand horse, support Alford’s identification.  Behind St. 
George a small collective of knights kneel with hands extended, which perhaps represent 
the crusaders praying for the intercession of the saint.  This scene of intercessory prayer 
was not recorded in histories like the Gesta Francorum, however the majority of 
medieval crusade historians hailed the crusaders’ victory as divinely sanctioned, and, as I 
noted above, the story of St. George on the battlefield of Antioch was later included in 
the Chanson d’Antioche.536 
                                                        
533 S. Alford, “Romanesque Sculpture in Dorset: A Selective Catalogue,” unpublished M.A. Thesis 
(University of London, 1981), pp. 6-14, 50, pls. 1-2. 
534 D. Park, “The ‘Lewis Group’ of Wall Paintings in Sussex,” Anglo-Norman Studies 6 (1984), p. 211.  See 
also T. Mark-Weiner, Narrative Cycles of the Life of Saint George in Byzantine Art, Ph.D. Diss. (New York 
University, 1977).  
535 Park, “Lewis Group,” pp. 218-219; Lapina, “Representations of the First Crusade,” p. 190. 
536 Morris, “Picturing the Crusades,” p. 204.  See Nelson, ed., La Chanson d’Antioche, p. 26. 
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A comparable image of St. George on horseback was featured in the mural 
program in the parish church of St. Botolph, Hardham (Sussex), which is roughly 
contemporary with the Fordington doorhead (Fig. 79).537  The church is now dedicated to 
the Anglo-Saxon St Botolph, but it was likely dedicated to St. George in the eleventh and 
twelfth centuries, because a twelfth-century charter records the dedication as being to St 
George.538  The north wall of the nave contains a cycle dedicated to George’s life, which 
culminates in an image of St. George most likely on the battlefield of Antioch in 1098.  
The iconography at Hardham is similar to that employed at Fordington, depicting the 
saint mounted on a horse with a four-tailed banner and charging at his opponents with a 
lance.  Philip M. Johnston recorded an impaled “pagan” knight with a diamond shaped 
shield underfoot and traces of a group of armed figures towards whom the saint rides; 
unfortunately, this visual evidence is now difficult to make out.539  Nevertheless, it is 
clear that St. George was not shown fighting the dragon, which supports reading it as the 
Battle of Antioch.  Although these two early English examples of crusade imagery reflect 
local devotion to St George, St. George’s popularity in the West was a product of the 
crusade movement, and he was often visualized within that context.540 
 
Cressac and Poncé  
The most renowned mural cycle with imagery directly related to crusading is 
found in the Templar chapel of Cressac-sur-Charente, France, dated to the close of the                                                         
537 See Park, “Lewes Group,” pp. 218-219; Lapina, p. 189-190; C. Karkov, “Hardham Wall Paintings,” in 
Medieval England: an Encyclopedia, ed. P. Szarmach…et al. (New York, 1998), p. 337. 
538 Park, “Lewes Group,” p. 219; L.F. Salzman, ed., The Chartulary of the Priory of St Pancras of Lewes, 
Sussex Record Society, xl (1934), p. 80.  The dedication was probably changed to St. George after the 
conquest. 
539 P.M. Johnston, “Hardham Church and Its Early Paintings,” Sussex Archaeological Collections 44 
(1901), pp. 98-100. 
540 Park, “Lewes Group,” p. 219. 
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twelfth century.541  Here, crusade imagery works in the context of the chapel’s function 
as a place of communal worship for the Templar brethren of the commandery of Cressac.  
A simple rectangular structure, the stone chapel had painted decoration on all four of its 
stucco walls.  While the murals of the southern wall are now indecipherable, the east 
sanctuary wall carries, on the left, an image of St. Michael weighing souls and, on the 
right, a bishop making gesture of blessing, and both the north and west walls feature 
narrative scenes or figures with an express relationship to the Crusades. 
The crusade narrative seems to commence in the upper register of the north wall, 
just below the ceiling level.  On the far left, there is an image of a fortified city, complete 
with high crenellated walls punctuated by towers (Fig. 80).  Deeper within the city, a 
church tower is visible, carrying a cross.  The city’s population peers out over the walls, 
through the battlements, watching as the crusader army marches out of the city, most 
likely to the battlefield.  The crusader knights are clearly identifiable, as they are signed 
with the cross on their breast and carry large triangular shields, and they are classed 
further as Frankish crusaders, because fleurs-de-lis are scattered throughout the picture 
field.  Much of the painting on the rest of the register has vanished, with the exception of 
the lead knight, who is mounted on a distinguished white horse and is already charging at 
full speed with his lance lowered (Fig. 81).  He appears to be in pursuit of a small band of 
Muslim knights, who bear round shields and carry broad swords (evocative of the 
Turkish scimitar), retreating into a second walled city.  The figure at the head of the 
                                                        
541 See C. Davy, “Les peintures murales romanes de la chapelle des Templiers de Cressac,” Congrès 
archéologique de France 153 (1995/1999), pp. 171-177; P. Gabet, “Le cavalier du Temple de Cressac,” 
Bulletin et mémoires de la Societé archéologique et historique de la Charente 4 (1987), pp. 269-278; G. 
Curzi, La pittura dei Templari (Milan, 2002), pp. 23-321; E. Lapina, Things Done in a Foreign Land: 
Representations of the First Crusade in the Twelfth Century, Ph.D. Diss. (Johns Hopkins, 2007), pp. 202-
205. 
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Muslim formation wears a crown, which suggests that the mural commemorates the 
defeat of Nur al-Din in the battle of Homs gap, September 1163, after his attack on Krak 
des Chevaliers.542  More recently, the scene has been interpreted as the battle of Antioch 
in 1098 and the crusader’s defeat of Kerbogha with the aid of St. George, although none 
of the figures have haloes to identify them as saints.543  Thus I find the former attribution 
more convincing; however, the exact subject matter of the north wall shall remain an 
open question on current evidence, as the lower register, which presents a series of 
encounters and combats among knights, unarmed horsemen and Muslims, has yet to be 
identified.   
On the west wall of the Cressac chapel are two additional images that have a 
symbolic connection to the crusade movement.  On the right, a crowned knight decked in 
a long tunic rides his horse toward an elegantly clad female figure, also crowned and 
holding out a fleur-de-lis (Fig. 82).  A small figures crouches on the ground beneath the 
royal rider.  Since there is no documentary evidence for the subject matter and the 
iconography is flexible, the scene supports both historical and symbolic readings.  Some 
scholars identify the king as a specific French king, including Louis VII, who participated 
in the Second Crusade, and Philippe Augustus, who was a leader of the Third Crusade, a 
reading which is bolstered by the fleurs-de-lis scattered in the field.544  Other scholars 
interpret the image as an allegory on the triumph of the Church over evil, i.e., Christians                                                         
542 Described in William of Tyre’s Historia Belli Sacri, this battle was led by two noblemen from the 
region of Angoumois and Poitou and included a large contingent of Templar knights.  P. Deschamps, “La 
légende de saint George et les combats des croisés dan les peintures murales du Moyen Age,” Monuments 
et memoires publiés par l’Academie des inscriptions et belles-lettres 44 (1949), pp. 115-123; Gabet, p. 269; 
Morris, “Picturing the Crusades,” p. 200. 
543 Lapina, “Representations of the First Crusade,” p. 203; Davy, “Chapelle des Templiers,” pp. 171-177. 
544 See Lapina, “Representations of the First Crusade,” p. 204. See also Gabet, pp. 269-278, who compared 
the mural with the image of a medal commemorating the entrée of Louis VII to Jerusalem and identified 
the female figure as Louis’s queen, Eleanor of Aquitaine, who had accompanied him on the Second 
Crusade. 
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over pagans.545  Pushing this further, Gaetano Curzi proposed that the scene is the 
allegory of the Church, represented by the female figure, greeting Constantine after his 
defeat of paganism and unification of the Roman Empire.546  As the rest of the crusade 
imagery at Cressac was drawn from early crusade history, this allegorical interpretation 
seems far-fetched.  The armed knight most likely represents one of the French crusader 
kings, perhaps one that was a patron of the Templar order.  On the left, St. George, who 
bears a sword and shield, combats the dragon, while a female figure of noble class looks 
on.  Notably, the Cressac iconography does not depict St. George as a saintly crusader at 
the Battle of Antioch; rather, he is depicted in his standard hagiographic image as slayer 
of the demonic dragon, which certainly alludes to the twelfth-century Christian-Muslim 
conflict but does not directly portray it.   
 The mural program of the parish church of Poncé-sur-Loir has three images 
directly related to the First Crusade, which present the saintly intervention of George, 
Demetrius and Mercurius during the Battle of Antioch in 1098 (Fig. 83).  The cycle was 
probably executed in the third quarter of the twelfth century, but there is no written 
documentation to reconstruct its specific historical or social context.547  The murals 
themselves are in a fragmentary state, but the majority of individual scenes in the cycle 
have been identified. The south, west and north walls of the nave all carry selections from 
the Old and New Testaments, including the Fall of Man, an extensive Life of Christ cycle 
(infancy to resurrection) and a prominent Last Judgment that covers the whole of the west 
wall.  There is also a three-part cycle on the parable of Lazarus in the lower register of                                                         
545 Davy, “Chapelle des Templiers,” pp. 171-177. 
546 Curzi, pp. 23-31. 
547 See Lapina, “Representations of the First Crusade,” pp. 205-206. Located between the counties of 
Maine and Vendôme, the parish church was under the jurisdiction of the canons of the cathedral of Le 
Mans, who could have sponsored and funded the program.  
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the north wall on the west end of the nave.  In the upper register of the north wall above 
the Lazarus imagery, there are three images drawn from the history of the Battle of 
Antioch.548  The scenes represent, from right to left, the combat between the mounted 
crusaders and Saracens, the battle charge of saints lead by George, Demetrius and 
Mercurius, who have large haloes and ride white horses, against the Saracens and then 
the flight of the Saracens from the city of Antioch.  The Muslims are clearly 
distinguished from the Christian crusaders by their round shields and flat helms.  The 
Christians carry oval shields and wear pointed helms.  In the second scene, large haloes 
distinguish the three warrior saints from the crusaders, identifying the tripartite cycle as 
the Battle of Antioch.   
 
The Crusade Window, Saint-Denis 
The most relevant twelfth-century crusade cycle to this discussion is the so-called 
Crusade Window at Saint-Denis, as it has a marked connection to royal interest in the 
crusade movement.  It is also the only pictorial cycle from the twelfth century with 
inscriptions that securely identify the imagery as crusade history and the soldiers as 
named crusade heroes, thus providing some evidence for the existence of a visual formula 
for depicting the First Crusade at the time of its creation c. 1145-1158.549  The window, 
                                                        
548 See P. Deschamps, “Combats de cavalerie et episodes des croisades dans la peinture murale des XIIe et 
XIIIe siècles,” in Mélanges offerts à Guillaume de Jerphanion. Orientala Christiana periodica 13 (1947), 
pp. 460-461, 466; idem., “Les fresques romanes de l’église de Poncé-sur-le-Loir,” Congrès archéologique 
de France, 119e session, 1961, Maine (Paris, 1961), pp. 189-195; C. Davy, La peinture murale romane 
dans les Pays de la Loire (Laval, 1999), pp. 338-347; idem., “Espace architectural et espace liturgique dan 
l’Ouest de la France: Les cas d’Asnières-sur-Vègre, de Poncé-sur-le-Loir et de Château-Gontier,” in 
Shaping Sacred Space and Institutional Identity in Romanesque Mural Painting: Essays in Honor of Otto 
Demus, edited by T.E.A. Dale with J. Mitchell (London, 2004), pp. 51-66. 
549 This window has not been precisely dated.  It was initially attributed to Abbot Suger and dated between 
1145 and 1148, but more recently it has been associated with his successor, Odo of Deuil, with a date of c. 
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as reconstructed by Elizabeth Brown and Michael Cothren, is composed of fourteenth 
medallions that make-up three distinct iconographic clusters.  Read from the bottom 
register up, the program opens with two generalized scenes of crusaders preparing to 
depart for the Holy Land under the leadership of a king.  Two medallions depicting 
Charlemagne on campaign in the East follow in the second register.  The upper five 
registers offer a pictorial narration on decisive battles and individual heroes of the First 
Crusade, focusing on the concrete results of holy war (Fig. 84).550 
Brown and Cothren propose that the installation of the window was contemporary 
with Louis VII’s renewed interest in the crusade movement, nearly seven years after his 
failures on the Second Crusade.551  Not surprisingly, the program looks back to the events 
of the First Crusade, with its successful battles and bold heroes, namely Robert of 
Flanders and Robert of Normandy.552  Represented in the window’s successive registers, 
the Frankish armies are depicted conquering Nicaea, Antioch, Ascalon and finally 
Jerusalem.  Designed in sets of two, the first medallions in each set depict combat, 
usually outside the walls of the city, and the second medallions represent the crusaders 
sacking the city or the city successfully taken by the crusaders – the ideal outcome of 
holy warfare (Fig. 85).  While the dating of the Crusade Window has proven difficult and 
it thus cannot be linked definitively to a single historical moment, Brown and Cothren                                                         
1158.  For a summary of this dating problem with bibliography see Brown and Cothren, pp. 21-33, who 
favor the patronage of Odo of Deuil.  
550 Brown and Cothren, “The Twelfth-Century Crusading Window,” pp. 1-40.  Only two of the fourteen 
medallions survived the Revolution and time, and the rest of the scenes are known only through engravings 
by Bernard de Montfaucon published in 1729.  See B. de Montfaucon, Les monumens de la monarchie 
francoise, qui comprenant l’histoire de France, avec les figures de chaque règne que l’injure des tems à  
épargnées, 5 vols. (Paris, 1729-33), 1.277, 384-97 and pls. XXIV-XXV, L-LIV.  See also L. Grodecki, Les 
Vitraux de Saint-Denis. Études sur le vitrail au XIIe siècle, Corpus Vitrearum Medii Aevi, France, Série 
Études, I (Paris, 1976), pp. 115-121. 
551 Brown and Cothren, esp. pp. 28-33. 
552 These two crusaders are the only two identified by name in the legends:  “Duellum Parti et Roberti 
Flandrensis Comitis” and “R. Dux Normannorum Partum Prosternit.” Brown and Cothren, p. 16. 
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certainly provided compelling evidence for interpreting the cycle as a positive vision of 
holy war for King Louis VII and his crusading companions, meant to inspire them to 
action.553 
Monumental representations of crusading were certainly used to inspire men to 
action.  In his manual for preaching the crusades, De predicacione crucis c. 1265, 
Humbert of Romans (d. 1277) urged preachers to recall the deeds of crusading ancestors, 
especially the deeds of those men who have fought the Saracens, and to mention how 
depictions of noble deeds are painted upon the walls of palaces and how the lives of the 
soldiers of Christ can be recreated in the church.554  Ultimately, the rhetoric employed by 
the crusade preachers of the thirteenth century promised the prospective crusader fame 
and a privileged place in written record and painted cycle alike.  Humbert’s guide also 
reinforces that the first crusaders were indeed common subject matter for paintings in 
palatial halls and chambers at the time Humbert was writing in the mid-thirteenth 
century, with a function analogous to works recognized as part of the Mirror of Princes 
genre.555  More notably, Humbert recommended that preachers utilize not only histories 
of the crusades but also chansons, including the Pseudo-Turpin, which treated the 
legendary deeds of Charlemagne in Spain, and, indeed, the Chanson d’Antioche.556  
                                                         
553 In his pioneering studies on the Saint-Denis glass, Louis Grodecki believed that these medallions were 
conceived by and executed for Abbot Suger c. 1145, ultimately serving as propaganda for the forthcoming 
crusade on which Louis VII departed in 1147, namely the Second Crusade.  See his Le Vitrail roman 
(Freiburg, 1977), pp. 95, 290.  See also Brown and Cothren, p. 2 note 10.  
554 Cole, Preaching, p. 208. There is no critical edition of Humbert’s De predicacione crucis.  The earliest 
copy (Rome, Vatican Ms. lat. 3847) was used by Cole.  On his use of imagery, see also A. Derbes, 
“Crusading Ideology and the Frescoes of S. Maria in Cosmedin,” Art Bulletin 77:3 (1995), pp. 460-478. 
555 Cf. S. Bagge, The Political Thought of the King Mirror (Odense, 1987). 
556 Lloyd, English Society, pp. 96-97 and n. 135.  Lloyd cites Humber of Romans, Tractatus Solemnis Fr. 
H. de Praedicatione Sanctae Crucis, P. Wagner, ed. (Nuremberg, c. 1495), caps. 30-43.  Of interest, 
William de Briane translated the Pseudo-Turpin into Anglo-Norman c. 1214-1216. See The Anglo-Norman 
‘Pseudo-Turpin Chronicle’ of William de Briane, I. Short, ed., Anglo-Norman Text Society 25 (1973). 
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4.5 Artistic Context II: Illumination of the Chanson d’Antioche 
 
 Crusade narratives, ranging from histories like Guillaume de Tyre’s Outremer to 
the epic Chanson d’Antioche, were still incredibly popular in the thirteenth century; 
however, on surviving evidence, they very rarely received monumental visualization in 
western Europe.  Moreover, manuscripts of the Old French Crusade Cycle were not 
illustrated with any consistency in the thirteenth century; just over half of the sixteen 
copies of the crusade cycle do not have illuminations.  For instance, of the nine extant 
manuscripts of the Crusade Cycle containing the Chanson d’Antioche poem only four 
have pictorial cycles, which vary greatly in density and content.557  The precise 
provenance is unknown for all but one of these manuscripts, but they were all produced 
in the region of central Picardy in the second half of the thirteenth century.  In Paris, BnF 
Ms. fr. 12558, the oldest surviving manuscript of the First Cycle of the Crusade (c. 1265-
80), the Chanson d’Antioche is preceded by a full-page illumination of six individual 
scenes drawn from the text, and three additional miniatures are set within the body of the 
text. There is a comprehensive pictorial cycle of twelve episodes from the Chanson 
d’Antioche in the initials of Paris, BnF Ms. fr. 786 – a manuscript copied in Tournai, and 
dated to the second half of the thirteenth century.558  Paris, BnF Ms. fr. 795, a Picard 
manuscript from the end of the thirteenth century, has six square inset miniatures that                                                         
557 The Chanson d’Antioche is preserved in nine manuscripts: (A) Paris, BnF, Ms. fr. 12558; (B) Paris, 
BnF, Ms. fr. 786; (C) Paris, BnF, Ms. fr. 795; (D) Paris, BnF, Ms. fr. 1621; (E) Paris, BnF, Ms. fr. 12569; 
(F) Bern, Burgerbibliothek, Ms. 320; (G) Paris, Bibliothèque de l’Arsenal, Ms. 3139; (I) London, BL, Add. 
Ms. 36615; (T) Turin, Biblioteca Nazionale Universitaria, Ms. L-III-25.  The four manuscripts with 
illuminations are: A, B, C and G. 
558 Folios 1-3 of Paris, BnF Ms. fr. 786 have a Calendar of Saints for Tournai use, including the feast of the 
patron saint of the town, ‘Lehire’ (Eleuterius), and the calendar also has the date for the dedication of the 
Cathedral of Tournai (9 May).  For this manuscript see: Myers, “Manuscripts of the Cycle,” p. xxviii; A. 
Stones, “The Illustrated Chrétien Manuscripts and their Artistic Context,” in Les Manuscrits de Chrétien de 
Troyes, edited by K. Busty…et al., 2 vols. (Amsterdam, 1993), 1, pp. 243-244; Keith Busby, “Mythe et 
histoire dans le ms. Paris, BnF, fr. 786: la conjointure du Cycle de la Croisade et du Roman d’Alexandre,” 
in Guerres, Voyages et Quêtes au Moyen Âge: Mélanges offerts à Jean-Claude Faucon, edited by A. 
Labbé, D.W. Lacroix and D. Quéruel (Paris, 2000), p. 73. 
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accompany the Chanson d’Antioche.  And Paris, BnF Arsenal Ms. 3139 (dated 1268) 
features four large miniatures that occur at certain chapter divisions, marked out by red 
rubrics, in the section of the manuscript with the Chanson d’Antioche.  Additionally, 
Paris, BnF Ms. fr. 12569, which includes the Chanson d’Antioche, has a full-page 
illumination of five scenes that comes towards the end of the Chanson de Jérusalem on 
folio 210, the majority of which are images of marching crusader and Saracen armies.  
Although these manuscripts were executed outside of England and post-date Henry’s 
Antioch Chambers, they show how some thirteenth-century artists were visualizing the 
Chanson d’Antioche, and other epics of the crusade.  Focusing on two of these 
manuscripts, this section highlights the episodes most often selected for imaging from the 
Chanson d’Antioche, and it identifies the pictorial language employed by artists for 
depicting crusading.  
 In general, the nucleus texts of the cycle, the Antioche-Chétifs-Jérusalem trilogy, 
were accompanied by “generic” images, all characterized by an interest in the 
representation of the physical details or procedures of warfare, including siege, ransom 
and duel or active combat, which frequently occur in all copies.559  Indeed, illuminated 
crusade manuscripts produced in thirteenth-century western Europe were formulaic, 
indicating a standardized approach to visually rendering military operations.  Of course, 
the reader of a manuscript had the accompanying text to identify even the most 
generalized images, and so “generic” images of combat became specific through dipping 
into the text or scanning rubrics.   
                                                         
559 This is characteristic of romances and chansons de geste in general, see the studies by Folda, 
“Illustrations in Manuscripts,” I, esp. pp. 147-148 and R.L. McGrath, The Romance of the Maccabees in 
Medieval Art and Literature, Ph.D. Diss. (Princeton, 1963), pp. 272-280. 
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Paris, BnF Ms. fr. 12558 
Perhaps the most informative miniature for our purposes is the full-page miniature 
on folio 58v of BnF Ms. fr. 12558, which faced the start of the text of the Chanson 
d’Antioche on folio 59r (Fig. 86).  This frontispiece depicts, in six compartments, the 
pope blessing the crusaders; the crusaders en route to the Holy Land on horseback and 
foot; a battle between Christians and Turks (At Nicea? At Antioch?); the Turks defending 
the walls of Antioch; the Christians camping outside of Antioch before the siege; and the 
Saracen leader, Coraban (Kerbogha), receiving word of the crusaders’ arrival.   
As a prefatory image, it has no accompanying rubrics or legends, and so this 
series of images can only be read fully if the user of the manuscript is already familiar 
with the text, the chronology of events.  Indeed, all of the scenes in the picture cycle, with 
the exception of the introductory image of the pope blessing the crusaders could represent 
myriad episodes from the lengthy Chanson d’Antioche, which describes numerous 
marches, multiple combats between Christians and infidels, and several occasions in 
which a Saracen leader meets with a messenger or spy.  With only limited knowledge of 
the Chanson d’Antioche, however, the reader-viewer of fr. 12558 easily would have been 
able to discern the crusade content in the cycle.  The artist(s) employed specific 
iconography to identify both Christians and Muslims, as the Christian knights wear 
identified pilgrim’s garb in the second compartment, and in the third and fourth 
compartments the Turks or Saracens are distinguished from the crusaders on the 
battlefield, as usual, by their round shield or targe as opposed to the crusaders’ écu.560  It 
                                                        
560 See Busby, Codex and Context, pp. 263-264.  See also Folda, “Illustrations in Manuscripts,” p. 198 and 
p. 210, who noted that in representations of this departure scene produced in the West the men wear the 
costume of lay pilgrims, while the artists in the Latin East always decked them in military gear, namely 
armor and mail. 
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could have been the intention of the miniaturist or planner to produce a single-page cycle 
of images to evoke the crusade narrative (call, departure, combat, siege) in general rather 
than illustrate one specific series of events in the text.561  This frontispiece had the 
capacity to trigger or illustrate multiple narratives, depending on how well the viewer 
knew the Chanson d’Antioche or the history of the First Crusade. 
 
Paris, BnF Ms. fr. 786 
The sequence of twelve historiated initials in Paris, BnF Ms. français 786 (fols. 
162r-206r) represents the most drawn out visualization of the Chanson d’Antioche to 
survive from the thirteenth century; indeed, the manuscript is the most densely illustrated 
copy of the Old French Crusade Cycle, with forty-five miniatures plus an additional 
twenty-three miniatures accompanying the four branches of the Roman d’Alexandre 
bound in the volume.  In the current binding, the Roman d’Alexandre occupies the first 
half of the manuscript (fols. 4r-91v), but the quire numbers suggest that the Roman 
d’Alexander originally came after the Crusade Cycle in the manuscript: the quire 
numbers i-xxii appear on sections of the Crusade Cycle, while the first quire of the 
Roman d’Alexandre bears the cancelled number xxiii.562  A single scribe copied both the 
crusade and Alexandre texts, and all of the illuminated initials are stylistically and 
iconographically congruous throughout the volume.  The dominant visual signposts of the 
three nucleus texts in fr. 786 are those miniatures depicting the various combats and                                                         
561 The same case could be made for the nearly full-page illumination placed before the end of the Chanson 
de Jérusalem text in fr. 12569 (fol. 210r), which presents, in five compartments: the crusaders approaching 
a town; a council of war; the crusaders marching; the crusaders marching into combat against the Saracens; 
and the crusaders riding away in victory, heralds trumpeting.  While the cycle no doubt represents the final 
siege of Jerusalem, the apex of the whole crusade cycle, the images themselves lack specificity, offering a 
relatively general narration on the Christian-pagan conflict, resulting in Christian triumph. 
562 Busby, Codex and Context, p. 274. 
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sieges that took place at Nicea, Antioch and finally Jerusalem – image-types or motifs 
that were emblematic of the Old French cycle as well as of crusade narratives in general.  
For example, the initial ‘O’ on folio 173v barely contains a battle scene between mounted 
Turks, who are identified only by the round targe, and crusaders, the first of which 
carries a large écu quartered red and blue and emblazoned with a white lion rampant (Fig. 
87).  While this heraldic devise probably does not refer to a specific individual or family, 
the artist did not use it surreptitiously, as it clearly signifies a western knight, Godfrey’s 
brother Baldwin, who is named in the rubric, “Ci dist si con Bauduins…”563  Christian 
victory is eminent, as the shield-bearing warrior, Baldwin, is shown plunging his sword 
into the body of his bloodied opponent, whose horse is collapsing under the shifting 
weight.  Just behind the main action, a second crusader brings his sword down across the 
combat line, hitting a Saracen soldier square in the neck with the blade of his weapon.   
In addition to multi-figure battle scenes, this manuscript’s artist also employed a 
series of single-combat scenes in order to visually highlight extraordinary examples of 
heroic valor in the fight against the infidel.  While not dominant motifs in the Chanson 
d’Antioche segment of this particular manuscript, visually analogous images of single-
combats fill the manuscript in Les chétifs, Jérusalem, and the Roman d’Alexandre.  It was 
clearly a useful iconographic type for representing crusading within a chivalric 
framework, as the assorted narratives play out like a series of thirteenth-century tourneys.  
On folio 265v of Jérusalem, for instance, Godfrey de Bouillon is depicted in single 
combat with the Saracen Marbrin, an image that closely corresponds to the text.  In the 
text, Godfrey challenges Marbrin, a captive in the crusader camp, to a duel after he                                                         
563 Myers, “Manuscripts,” p. xxx: “Ci dist si con Bauduins et sa compagnie se conbatirent as Sarrasins, et 
en ocisent mout, et prisent la cité.” 
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refuses to convert to Christianity (Fig. 88).  A true chivalric knight, Godfrey gives his 
opponent the advantage of striking two unimpeded blows. In the image, Marbrin, holding 
the emblematic round shield, is shown with the upper hand, striking Godfrey with his 
weapon. Godfrey, however, comes back strong, cleaving both Marbrin and his horse in 
two with a single blow.564  Interestingly, by depicting the Saracen striking the Christian 
knight, the artist established narrative tension, perhaps in order to prompt the reader to 
move forward in the text proper, to learn the outcome of the combat.  More commonly in 
the manuscript, the hero is shown unhorsing his “pagan” opponent, as epitomized in the 
miniature on fol. 37v of Alexander the Great striking his rival, Dinas l’Orgueilleux, in the 
stomach, forcing him backwards off his horse (Fig. 89).  Indeed, this image, among 
others in the manuscript, is evocative of the combat scenes in the twelfth-century Crusade 
Window at Saint-Denis, such as medallion featuring Robert Curthose unhorsing 
Kerbogha (Fig. 90).565  Representations of single-combats using this compositional type, 
especially between Christians and pagans, were certainly popular in thirteenth-century 
England.566   
 
 
 
                                                         
564 Godfrey then sent the pieces of Marbrin to the Sultan – a symbol of the crusaders’ power.  N.R. Thorp, 
ed., The Old French Crusade Cycle: Volume VI: La Chanson de Jérusalem (Tuscaloosa, 1992), pp. 198-
200, ll. 7312-7438. 
565 For other evidence of compositional exchanges between the Saint-Denis glass and manuscripts see A.D. 
Hedeman, The Royal Image: Illustrations of the Grandes Chroniques de France, 1274-1422 (Berkeley, 
1991), p. 278 n. 22. 
566 See below chapter 5.  King Henry III commissioned murals of the duel of Richard I and Saladin at 
Clarendon Palace.  In the 1250s, images of duel were also common in historiated floor pavements, 
particularly in the southwest of England – examples were discovered at Chertsey Abbey, Winchester 
Cathedral and Clarendon. 
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4.6 Artistic Context III: Old Testament Cycles 
In the thirteenth century, depictions of Old Testament warfare increasingly were 
employed to establish historical precedent for the Crusades, endowing the movement 
with divine sanction and authority.567  For instance, Old Testament pictorial cycles 
visually located ancient biblical events in contemporary settings, fashioning biblical 
kings and warriors as medieval kings and crusader-knights.  The Old Testament figures, 
the Israelites who founded the Jewish nation and routed the Philistines from their rightful 
lands, were firmly established as precursors of the Christian crusaders.  Indeed, this was a 
marked component of twelfth- and thirteenth-century crusade propaganda.  As Christoph 
Maier noted in his essay on crusading themes in the Moralized Bibles, the wars of the 
Israelites were used as a foil for the crusades in the Holy Land establishing that God 
supported the crusaders in their fight against the enemies of the church just as he 
sanctioned the warriors in the Old Testament and approved their war-like actions.568  The 
thirteenth-century artists furnished biblical history with all the trappings of chivalric 
culture, featuring meticulously rendered arms and armor, heraldry, and battle standards 
and presenting the features of medieval warfare.  Indeed, the complex depictions of 
warfare in thirteenth-century Old Testament programs, such as the Moralized Bibles, the 
Morgan Library Picture Bible, the Sainte-Chapelle glass and the Painted Chamber at                                                         
567 See Maier, “The Bible moralisée and the Crusades,” pp. 209-222; Weiss, Art and Crusade; H. Stahl, 
Picturing Kingship; Reeve, “The Painted Chamber,” pp. 189-221. 
568 Maier, “Bible moralisée,” p. 218.  To provide one of Maier’s examples, in MS Vienna, Österreichische 
Nationalbibliothek, codex 2554, fol. 38r a moralizing images depicts a king in battledress wearing a crown 
and carrying a banner displaying the sign of the cross, certainly in the guise of a crusader.  Four other men 
in military attire accompany him. Opposite these men, a devil stands along with five other figures.  The text 
reads:  “That Saul was on one side with all his army and Goliath on the other with all his Saracens and 
threatened to destroy the sons of Israel signifies the good Christians who are assembled on one side and the 
devil and all his miscreants on the other, [who] threaten to destroy and knock down and confound all of 
Holy Christianity.”  Here, the Philistines (as they of course are called in the Bible), the enemies of the 
Israelites, are referred to as Saracens.  For this kind of language use see also S. Lipton, Images of 
Intolerance: The Representation of Jews in the Bible moraliseé (Berkeley, 1999). 
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Wesminster would have been strikingly familiar to the royal or noble viewer – notably, 
all four of these cycles were the result of direct royal patronage.  They would have been 
particularly familiar and poignant to those actively involved in the crusade movement.  I 
shall first discuss the key Morgan Picture Bible as an exemplary French Old Testament 
cycles, which contains some of the most elaborate and monumental images of holy war 
from the Middle Ages and then turn to the murals in the Painted Chamber at 
Westminster, doubtless the closest relatives of the lost Antioch Chamber murals. 
 
Morgan Library Picture Bible 
 Likely made in Paris in the mid-thirteenth century, the Morgan Library Picture 
Bible features 340 episodes from the Old Testament illustrated over ninety-two large 
folios.  Inherently epic, the biblical stories are told entirely in pictures, as the original 
codex almost certainly contained no accompanying text.569  While there remains some 
uncertainty about the manuscript’s patron and provenance, Daniel Weiss has argued in 
favor of King Louis IX.  He links the program of the Picture Bible to other Old 
Testament cycles produced for the French court in the thirteenth century including the 
stained glass program of the Saint-Chapelle, the St. Louis Psalter, the Arsenal Old 
Testament, and the Moralized Bibles.570  As Weiss has noted, these works collectively 
                                                        
569 D. Weiss, “Portraying the Past, Illuminating the Present: The Art of the Morgan Library Picture Bible,” 
in The Book of Kings: Art, War, and the Morgan Library’s Medieval Picture Bible, edited by W. Noel and 
D. Weiss (London, 2002), p. 11. 
570 Weiss, “Portraying the Past,” p. 15.  This attribution to Paris is widely accepted; however, Robert 
Branner proposed an English provenance for the manuscript, and Allison Stones cogently has suggested 
that the manuscript was produced in northern France, Flanders or Hainaut.  See R. Branner, Manuscript 
Painting in Paris During the Reign of Saint Louis (Berkeley, 1977), pp. ix, 139; A. Stones, “Sacred and 
Profane Art: Secular and Liturgical Book-Illumination in the Thirteenth Century,” in The Epic in Medieval 
Society, edited by H. Scholler (Tübingen, 1977); idem., “Illustrating Lancelot and Guinevere,” in Lancelot 
and Guinevere: A Casebook, edited by L.J. Walters (New York, 1996), n. 18; W. Voelkle, “Provenance and 
Place: The Morgan Picture Bible,” in Between the Picture and the Word, edited by C. Hourihane 
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represent the largest group of Old Testament cycles produced during the Middle Ages, 
presenting sacred history primarily in images, with an overarching emphasis on holy war 
and the responsibilities of biblical kingship.571  The pictorial settings of the scenes in the 
Morgan Bible – the architectural frameworks and décors throughout the manuscript – 
were fashioned to reflect contemporary interiors with the “courtly and ceremonial 
ambience” characteristic of the Capetian court and royal palace, and like the 
contemporary Old Testament windows of the Saint-Chapelle, the soldiers in the Bible are 
uniformly dressed in thirteenth-century French costume, providing detailed information 
on the military accoutrements of French martial culture during the period.572 
On each folio, the narrative is presented in two friezes or registers, many of which 
barely contain the active, nimble figures; in a number of scenes, the figures literally burst 
out of the painted framework, extending the dramatic field into the margins (e.g., Fig. 
91).  The Picture Bible’s miniatures drawn from the First and Second Book of Kings are 
particularly suggestive of the visual language of crusade.  They display a refined 
monumentality and courtliness that is juxtaposed with the stark, bloody violence of 
medieval warfare and the markers of chivalric knighthood, including well-made suits of 
armor, blazoned shields and armorial battle-standards and, of course, mounted warriors 
engaged in fierce combat. 
                                                        
(Princeton, 2005), pp. 12-23.  I generally follow Weiss’s suggestion that Louis IX was the patron.  I think 
that the program of the manuscript certainly corresponds to royal, i.e. Capetian, interests, and it relates to 
other works that we for sure know were produced for either Louis IX or his mother, Blanche of Castile, in 
the early to mid-thirteenth century – those works noted by Weiss.  While I support the notion of a Parisian 
provenance for the manuscript, I am open regarding the nationality of the illuminators. Of course, 
manuscripts are portable objects and artists often moved to Paris. The issue of production, however, is 
beyond the scope of this project. 
571 Weiss, “Portraying the Past,” p. 15. 
572 Weiss, “Portraying the Past,” p. 16.  See also W. Sauerländer, Le siécle des cathedrals, 1140-1260 
(Paris, 1989), p. 152.  On the arms and armor, see S.N. Fliegel, “The Art of War: Thirteenth-Century Arms 
and Armor,” in Book of Kings, pp. 83-97. 
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The Morgan Bible’s illuminations have an important relationship with secular 
literature, as biblical warriors throughout the manuscript were unmistakably conflated 
with heroic knights of French epic poetry.  As C. Griffith Mann suggests, the Picture 
Bible’s painters most likely adapted their approach to the representation of warfare from 
the narrative structures found in French romances, namely vernacular chansons de 
geste.573  They presented biblical history in a visual language for a class of patron 
familiar with both the Old Testament and epic tales of French prose and poetry.574  In 
fact, as Alison Stones suggested, the Morgan Bible may have been produced by the same 
workshop as an illuminated copy of the Chevalier au cygne (Paris, Arsenal Ms. 3139), 
the chanson de geste focused on the formation of the crusade hero, Godefroy de Bouillon, 
which usually appeared as one of the opening texts of the Old French Crusade Cycle in 
the twelfth century.575  Stone’s observations generally demonstrated that workshop 
illuminators painted both sacred and profane texts, using motifs and compositions from a 
stock repertoire for both genres.  This was especially true in the case of scenes of battle 
and combats which were ubiquitous in both biblical narrative and secular epics, romances 
and historical texts.576  
The Picture Bible, in particular the artistic treatment of the Book of Kings, 
features repetitious encounters between biblical heroes and their enemies, marking the 
triumph of good over evil using the same tropes found in romance and epic literature.  As 
Mann suggests, the detailed battle scenes that decorate the First and Second Book of                                                         
573 Mann, “Picturing the Bible,” pp. 55-56. 
574 Mann, p. 55.   
575 M.A. Stones, “Sacred and Profane Art: Secular and Liturgical Book-Illumination in the Thirteenth 
Century,” in The Epic in Medieval Society: Aesthetic and Moral Values, edited by H. Scholler (Tübingen, 
1977), pp. 106-107.  The Chevalier was most often the second text, following the Naissance du Chevalier 
au cygne, of the Old French Crusade Cycle, which also included the Enfances Godefroi, the Chanson 
d’Antioche, the Chétifs and the Chanson de Jérusalem in its most basic form.   
576 See Stones, “Sacred and Profane,” p. 106 and n. 23. 
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Kings in the Picture Bible should be understood as exploiting the epic character of their 
textual sources, which transforms sacred history into a tale of great deeds and heroic 
actions.577  The correlation between the portrayal of the heroic warrior in biblical texts 
and epic poetry was reciprocal; the Old Testament hero was understood as a precursor to 
the chivalric Christian knight, ultimately to find himself refashioned in the image of the 
knight in the pictorial arts of the later Middle Ages.578  This relationship seems to have 
been strongest between the Old Testament warriors and the “crusading” heroes of 
vernacular poetry.579  
 
The Painted Chamber, Westminster 
In England, the most famous royal chamber of the thirteenth century was the so-
called Painted Chamber at Westminster Palace,  
on the walls of which are splendidly painted all the warlike stories (omnes 
historie bellice) from the whole Bible furnished with most complete and 
accurate descriptions in the French language (in Gallico) to the great 
admiration of the beholder and with the greatest royal magnificence.580                                                          
577 Mann, p. 55. 
578 One of the most clear transformations of an Old Testament warrior into a Christian chivalric knight can 
be found in the figure of Judas Maccabaeus, who became the hero of his own vernacular epic/romance at 
least by the first quarter of the thirteenth century, the Roman de Judas Machabee, following closely the 
models of Roland, Charlemagne and Lancelot.  See McGrath, Romance of the Maccabees; Binski, Painted 
Chamber, pp. 94-5.  See also J.R. Smeets, La Chevalerie de Judas Macchabee de Gautuier de Belleperche 
(et de Pieros de Riés), 2 vols. (Asen, 1991). 
579 Mann, pp. 55-56.  In the miniature of the single combat between David and Goliath on fol. 28v, the 
artist inscribed Goliath’s sword with his name, “GOLIAS.” On folio 31r, a soldier carries a sword inscribed 
“COURTE”, likely a reference to Ogier the Dane’s sword Courtain in the Song of Roland, which was 
forged by the maker of Roland’s sword Durendal. And on fol. 34v, three additional inscribed swords 
appear: “ODISMORT,” “IOIOUSE,” and “EIDISAM.” The literary source for both “Odismort” and 
“Eidisam” is unknown, however “Ioiouse” or “Joyous” is the name of Charlemagne’s sword in the Song of 
Roland, and it is therefore plausible that all the inscriptions were derived from the epic tradition. As all of 
the inscribed swords were completely unrelated to the biblical account, Mann suggested that they 
“introduced an explicit reference to French romantic poetry and chivalric culture into one of the Picture 
Bible’s most impressive battle scenes.”  See also A.D. Hedeman, “Gothic Manuscript Illustration: The Case 
of France,” in A Companion to Medieval Art, edited by C. Rudolph (Malden, 2006), pp. 427-436. 
580 This is from the observations of two Irish friars, Symon Semeonis and Hugo Illuminator, who visited the 
Painted Chamber during a stopover in London on their way to Palestine in the 1320s, quoted in Binski, 
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The murals of Henry III’s Antioch Chambers should be considered a missing link in the 
Anglo-French chain of epic pictorial cycles.  I view them as intermediaries between key 
French cycles, such as the Morgan Picture Bible, the Moralized Bibles and the Sainte-
Chapelle, and the ambitious cycle of Old Testament wall paintings executed in the 
Painted Chamber in the 1290s, during the reign of Edward I (Fig. 92).  Indeed, one can 
imagine even a general correlation between the Painted Chamber and the adjacent 
Antioch Chamber at Westminster Palace, which as part of the queen’s apartments was 
literally next door.581  While the murals of the Painted Chamber along with its medieval 
fabric perished in a fire in October 1834, the murals had been discovered intact beneath 
layers of whitewash and wallpaper in the early nineteenth century.  Members of the 
Society of Antiquaries in London then documented the site and artistically recorded most 
of the wall paintings in 1819, which has allowed art historians to reconstruct the 
chamber’s scheme, to locate the murals within a stylistic milieu, and to conduct 
iconographic studies of the subject matter.582   
 The development of the chamber’s murals can be traced with certainty from the 
reign of Henry III to the time of the coronation of Edward II in 1308, after which it was 
known as the Painted Chamber.  Binski established that the program discovered in the 
nineteenth century reflects the patronage of both Henry III and Edward I.583  Based on the 
                                                        
Painted Chamber, p. 1.  See M. Esposito, ed., Itinerarium Symonis Semeonis ab Hybernia ad Terram 
Sanctum (Dublin, 1960). 
581 The medieval fabric of the original queen’s apartments at Westminster was demolished before 1823.  
See Binski, Painted Chamber, p. 4. 
582 The major studies are:  W.R. Lethaby, “English Primitives – the Painted Chamber and the Early Masters 
of the Westminster School,” Burlington Magazine 7 (1905), pp. 257-269; F. Wormald, “Paintings in 
Westminster Abbey and Contemporary Paintings,” Proceedings of the British Academy 35 (1949), pp. 172-
6; Borenius, “Cycle of Images,” p. 89; P. Tudor-Craig, “The Painted Chamber at Westminster,” 
Archaeological Journal 114 (1957), p. 92-106; Colvin, King’s Works, i, pp. 495-500; Binski, Painted 
Chamber; and Reeve, “Painted Chamber.” 
583 Binski, Painted Chamber, p. 2. 
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fabric, documentation and visual records of the Painted Chamber, he effectively 
associated the chamber’s more pious or moralizing content with Henry III’s patronage, 
including the Coronation of St. Edward and the Guardians of Solomon over the bed, the 
Vices and Virtues, and the St. John and St. Edward figures in the window splays, and he 
recognized Edward I as the patron of the chamber’s militaristic and chivalric imagery, 
namely the bellicose Old Testament scenes drawn from Maccabees, II Kings, Judges and 
Samuel.584   
 The Old Testament narratives covered most of the north, east and south walls of 
the chamber, running in horizontal bands or registers from the wood ceiling to the dado 
level.  Intervening bands of text in French accompanied the pictorial narrative, and 
identifying texts were included within scenes, naming locations (le temple de ierl’m) or 
key figures (iudas, arabians, antiocus, etc.).585  Although many scenes from the Old 
Testament cycle are lost, enough documentation survives to determine the thematic drive 
of the murals and analyze the narrative structures and pictorial vocabulary employed 
throughout the program.  The scenes were not divided by frames, which created a steady 
narrative structure, allowing the viewer to move seamlessly from one episode to the next. 
Architectural elements provided a backdrop for the action and helped indicate location 
shifts in the narrative.  The shape of the pictorial narratives, Binski suggests, was “frieze-
like,” and each register was self-contained, providing no suggestions as to alternative 
pathways of reading other than the horizontal ones.586  Ultimately, this pictorial format 
did not allow for easy cross-referencing or meaningful juxtapositions of episodes from                                                         
584 Binski, Painted Chamber, pp. 5-6, 33-69, 71-103.  See also Reeve, “Painted Chamber,” p. 191 and n. 5. 
585 As discussed by Binski, the inscriptions likely consisted of a translation or a close paraphrase of the 
biblical text (i.e. the Vulgate Bible) in French; there is no comparable translation of Maccabees in French 
from this period. Binski, Painted Chamber, p. 116.  
586 Binski, Painted Chamber, p. 84. 
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different stories.  The murals of the Painted Chamber had an “epic flow” that treated 
biblical history unrhetorically, as a clear progression of sequential episodes.587  Like the 
images in the Morgan Bible, all the trappings of chivalric culture were included in the 
chamber’s Old Testament murals, from the extensive use of heraldry and armorial 
bearings to the detailed rendering of arms and armor, giving the biblical narratives a 
distinctively courtly tenor.588  Combined, the inscriptions, pictorial structure and chivalric 
accoutrement offered a complex yet highly “readable” visual narrative for the royal 
viewer, one which no doubt drew inspiration from the epic and romance traditions.   
  Although the Old Testament imagery in the Painted Chamber, in particular the 
attention given to Judas Maccabeus, is anomalous in thirteenth-century England, the 
murals have been located within the tradition of chivalric interpretations of the Bible. 
Starting in the twelfth century, there was a “secularization” of the Old Testament, which 
focused on the “historical” warlike books of the Bible, including Judges, Kings and 
Maccabees.589  These biblical texts, with their dominant themes of good versus evil, 
faithful versus idolater, pre-Christian versus infidel, strong kingship versus weak, 
certainly lent themselves to chivalric readings.  Binski even recognized the Maccabees as 
a facet of the prevailing Arthurian climate in England, France and the Low Countries, 
speculating that the Painted Chamber cycle could in fact indicate that among the 
                                                        
587 Binski, Painted Chamber, p. 84.  See also Reeve, “Former Painted Cycle,” pp. 75. 
588 On possible connections between the Morgan Bible and the Painted Chamber see P. Brieger, English Art 
1216-1307, 2nd ed. (Oxford, 1968), p. 158; Tudor-Craig, “Painted Chamber,” p. 103; Binski, Painted 
Chamber, pp. 87-92. 
589 Binski, Painted Chamber, p. 94; Reeve, “Painted Chamber,” pp. 206-208. Such books from the Bible 
were beginning to be translated into the vernacular by the late-twelfth century and throughout the thirteenth 
century. See: McGrath, Romance of the Maccabees, pp. 10-20; G.A. Bertin and A. Foulet, “The Book of 
Judges in Old French Prose: The Gardner A. Sage Library Fragment,” Romania XC (1969), p. 121; Keen, 
Chivalry, pp. 119-21; and N. Morgan, “Old Testament Illustration in Thirteenth-Century England,” in The 
Bible in the Middle Ages: Its Influence on Literature and Art, edited by B.S. Levy, Medieval & 
Renaissance Text Studies 89 (Binghamton, 1992), pp.163-165 and n. 39 for bibliography. 
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manuscripts circulating at court in the 1280s-90s was an illustrated Maccabees 
romance.590  We know that Edward’s queen, Eleanor of Castile, possessed a number of 
romance manuscripts, including an illustrated “romanz de Isembart” produced in 
Ponthieu c. 1280, and she was the dedicatee of Girard d’Amiens’s Arthurian Escanor, 
which he probably wrote during a stay at the English court between 1279 and 1282.591  
Edward himself also had a marked interest in romance and works in prose, carrying with 
him on crusade in 1270 either a prose Tristan or a Palamède.592  It is indeed easy to 
locate the Maccabees cycle within such literary modes.  Edward restored the idea of a 
heroic age (or, at least, of heroic kingship) in England, creating a flexible atmosphere 
where he broadly was compared to Arthur and Alexander, to the English kings Athelstan, 
Edgar and Richard I, and to Old Testament heroes Judas Maccabeus and Solomon.593  By 
the time of the Painted Chamber murals, Judas Maccabeus was firmly established among 
the pantheon of historical figures – the biblical, Roman and crusader heroes – that had 
combated against the “infidel,” both spiritually and physically, acting as a prototype for 
the thirteenth-century crusader. 
Ultimately, it is not useful to distinguish the work in the Painted Chamber from 
the earlier royal chambers decorated with the life of Alexander the Great and the history 
of the Battle of Antioch.  The royal patrons themselves would not have drawn such strict 
lines between the sacred and secular histories and heroes decorating their residences.  
Importantly, all of these projects reveal a striking fascination with the East, the Holy 
                                                        
590 Binski, Painted Chamber, p. 95 and p. 97, following Keen, Chivalry, pp. 117-118. 
591 Binski, Painted Chamber, p. 97; Parson, “Of Queens, Courts and Books,” pp. 178-9, p. 184. 
592 R. Loomis, “Edward I, Arthurian Enthusiast,” Speculum 28 (1953), p. 115. The Italian romancer 
Rusticiano da Pisa used Edward’s manuscript (“livre monseigneur Edouart, le roi d’Engleterre”) as a source 
for his compilation Meliadus.  See also E. Löseth, Roman en Prose de Tristan (Paris, 1890), pp. 423-24. 
593 Parsons, “Of Queens, Courts, and Books,” p.184; Prestwich, Edward I, pp. 117-22. 
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Land, the “Other” and the Crusades, which was presented in relation to holy warfare or 
imperial expansion and was always dressed up in the guise of what is currently classed as 
epic history or romance, even when the content was predominantly biblical.  I believe 
that the Antioch Chambers were a vehicle for the representation of holy warfare, 
specifically combat between Christian warriors and the infidel at key battles of the First 
Crusade.  While the layout and iconography of the Antioch Chamber will never be 
recovered, thirteenth-century images of crusading, while always dynamic and often 
chivalric, followed a common formula and featured a somewhat generic set of 
iconographic signs or motifs, such as the Saracen or Turkish round shield and scimitar.  
From the written record, of course, it is established that the artists employed by Henry III 
for the execution of the Antioch wall paintings drew directly from the vernacular text in 
the Templar manuscript.  As part of a narrow tradition, this manuscript perhaps contained 
illuminations comparative to the extant illuminated copies of the Chanson d’Antioch 
produced in Picardy.  However, the Wesminster painters no doubt found inspiration in 
other pictorial narratives dominated by scenes of battle and driven by the theme of holy 
warfare, such as the contemporary Old Testament cycles produced in France during the 
reign of Louis IX.594 
The Crusades in specific and crusading in general defied the boundaries of genre, 
which modern scholarship still clings to despite mounting evidence that strict distinctions 
between literature (romance, epic, song), history (gesta, chronicle) and religious text (i.e., 
                                                        
594 Tudor-Craig, suspecting Henry III as the patron of the Old Testament cycle, hypothesized that he would 
have seen such French works during his stay in Paris with Louis IX in 1254, suggesting that the French 
king probably had an Old Testament mural program in his palace, where Henry spent at least one night. 
Tudor-Craig, “Painted Chamber,” pp. 104-105. 
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the Old Testament) simply did not exist in the Middle Ages.595  There clearly were no 
definite lines drawn between sacred and secular history; the Old Testament battles 
between the Israelites and Philistines and the First Crusade battles between Christians and 
Muslims were episodes in a single social-historical narrative central to royal and 
aristocratic identity during the period under consideration.  In thirteenth-century England, 
the visualization of crusading at the court was an important fulcrum between sacred and 
secular history, romance or chanson and historiography, reflecting the different facets of 
royal interest in the movement.  Indeed, the Antioch Chambers were close relations to the 
royal family’s other literary themed chambers, especially the Alexander Chambers at 
Clarendon and Nottingham and the “Gloriettes” at Corfe and Leeds.  The Antioch cycles 
indeed were part of a large and complex visual and literary tradition at court, one that 
certainly reflects crusading ideology in thirteenth-century England but also participates in 
new and increasingly imaginative visions of the East, blending crusade “history” with 
more chivalric and romantic modes of story telling or, more precisely, narrating the past. 
 
4.7 The Duel of Richard I and Saladin 
In the Antioch Chamber of the palace at Clarendon, King Henry III paired the 
First Crusade or Antioch cycle with an image of combat between Richard I and the 
Saracen leader Saladin, an event loosely drawn from accounts of Richard’s military deeds 
on the Third Crusade.  In the thirteenth century, King Richard I was promoted as the 
premier model crusader for the kings of England, providing a desired English 
counterpoint to the copious Frankish crusade heroes immortalized in the chansons de                                                         
595 See Spiegel, Romancing the Past; E. Morrison and A.D. Hedeman, Imagining the Past in France: 
History in Manuscript Painting 1200-1500 (Los Angeles, 2010); Kay, Chansons de geste. 
  221 
geste.  English historians and chroniclers, romance writers and, indeed, the papacy 
elevated Richard I as an exemplary Christian king, and they made sure that the memory 
of Richard’s crusading deeds and knightly virtues was very much alive at the court of 
Henry III.  As Richard was the only of Henry’s royal predecessors to go on crusade to the 
Holy Land, he was used to establish crusading as a royal obligation in England; Richard 
was the only image of a rex crucesignatus in England, for England.   
As early as 1223, Richard’s deeds in the East were being recounted to Henry III in 
papal propaganda.  Pope Honorius III, for example, appealed to Henry to lead a 
campaign, drawing on the memory of Richard, whose name, he stated, still struck terror 
in the minds of the Saracens.596  Pope Innocent IV also employed Richard’s crusade as a 
means to force Henry’s departure for the Holy Land in the 1250s, in the aftermath of his 
second vow.597  The stage was certainly set for King Henry to be the new Lionheart, 
which must have appealed to his personal vision of kingship. 
King Henry actively fostered the cult of Richard I in England, perhaps as an 
attempt to establish him as a royal Plantagenet counterpart to the figure of Charlemagne, 
as Lloyd has suggested.598  Of course, here, we must differentiate between the realities of 
Richard’s reign and crusade and the legends that developed around him, especially in the 
thirteenth and fourteenth centuries.  Richard only visited England twice during his reign, 
in 1174 and 1184, before his coronation, spending approximately six months in England 
out of his ten-year rule.599  Richard’s Angevin inheritance made him a French duke, 
                                                        
596 Lloyd, English Society, p. 33; Foedera, I. i. pp. 172-3; Reg. Honorius III, No. 4262. 
597 Lloyd, English Society, p. 211; Reg. Innocent IV, No. 6072; Dipl. Docs i. No. 268. 
598 Lloyd, English Society, p. 202; see also G. Paris, “Le roman de Richard Coeur de Lion,” Romania 26 
(1897), p. 387. 
599 J. Gillingham, Richard Coeur de Lion: Kingship, Chivalry and War in the Twelfth Century (London, 
1994), p. xiii. 
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ruling over a vast territory on the continent including Anjou, Normandy, and Gascony as 
well as the large and wealthy duchy of Aquitaine, which was acquired for England upon 
the marriage of Eleanor of Aquitaine to Henry II.  As John Gillingham noted, in the 
twelfth century, the Plantagenet’s political center of gravity was in France; it was only in 
the thirteenth century that it shifted to England.600  However, as recent scholarship has 
attested, both English medieval chroniclers and romancers suggested that Richard 
considered himself more English than French, often overlooking his position as a French 
duke with French cultural and political loyalties.601 
King Richard’s confrontation with Saladin at Jaffa (the so-called duel) supplied 
heroic fodder for medieval chroniclers and was no doubt a foundation for the Ricardian 
epics and romances that developed perhaps as early as the thirteenth century and 
flourished in the fourteenth century.  The anonymous Itinerarium Peregrinorum et Gesta 
Regis Ricardi, a twelfth-century eye-witness history of the Third Crusade, recorded that 
upon anchoring near the Jaffa coast, Richard “with no armor on his legs” threw himself 
into the sea and “forced his way powerfully onto dry land.”602  His men, in turn, followed 
him to the shore where they entered into hand-to-hand combat with the “Turks” while 
Richard “shot them down indiscriminately with a crossbow he was carrying in his 
                                                        
600 Gillingham, Richard Coeur de Lion, p. 7. 
601 See Yeager, England’s Quest, p. 85; S. Conklin Akbari, “The Hunger for National Identity in Richard 
Coer de Lion,” in Reading Medieval Culture, R. Stein and S. Prior, eds. (Notre Dame, 2005), pp. 1-9. 
602 Chronicle of the Third Crusade: A Translation of the ‘Itinerarium Peregrinorum et Gesta Regis 
Ricardi’, Nicholson, ed., p. 355; hereafter referred to as Itinerarium. Both dating and authorship of the 
Itinerarium have been the subject of some debate. The general consensus is that the known text is a 
compilation of the work of an anonymous English participant in the crusade (perhaps working in Tyre) 
between 1191 and 1192 and the thirteenth-century writer Richard de Templo (1222-c. 1250), an 
Augustinian based in London.  See Nicholson, “Introduction,” pp. 6-10. The compilation text was first 
published by W. Stubbs, Chronicles and Memorials of the Reign of Richard I, I: Itinerarium Peregrinorum 
et gesta regis Ricardi, auctore, ut videtur, Ricardo canonico Sanctae Trinitatis Londoniensis, RS 38 
(London, 1864). 
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hand.”603  The Muslim troops inevitably fled from the king, who chased them in “hot 
pursuit,” while brandishing his bared sword.  Clearing the beach, Richard advanced to the 
citadel of Jaffa and quickly slew the Turkish soldiers, inflicting a “horrible slaughter on 
the Turks, so that the streets were filled with their headless corpses.”604  Emboldened, 
Richard and his knights pursued Saladin, who had fled from the siege on horseback, for 
several days until the two armies reassumed combat in a series of confrontations, in 
which the Christians consistently prevailed over the Muslim troops, even though they 
were deficient in horses and men, as the author of the Itinerarium constantly reminds the 
reader.605  
With Saladin failing to recapture Jaffa and Richard unable to march on Jerusalem, 
it became increasingly clear that neither side was going to establish a decisive military 
superiority.606  In August 1192, Richard and Saladin agreed to a three-year truce, which 
allowed the Christians to maintain hold of the coastal strip from Tyre to Jaffa.  Jerusalem, 
however, was to remain under Muslim rule, although Saladin promised safe-passage for 
pilgrims visiting the Holy Sepulchre.  At the end of the Third Crusade, Richard sailed 
home from Acre in October 1192 without having set foot in Jerusalem. 
The Third Crusade did not produce a permanent solution to the “infidel problem” 
in the Latin East, providing only short-lived relief to a region fraught with social unrest.  
The campaign itself was a failure; however, as firsthand accounts of Richard’s crusade 
spread, enthusiasm for the movement intensified, breathing new life into the crusading 
ideal, which had suffered after the dismal failure of the Second Crusade.  This was                                                         
603 Itinerarium, p. 355. 
604 Itinerarium, p. 356. 
605 Itinerarium, pp. 362-364; Ralph of Coggeshall, Chronicon Anglicanum, J. Stevenson, ed., RS 66 
(London, 1875), pp. 47-48. 
606 Tyerman, England and the Crusades, p. 58. 
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especially true in England, where the legendary Richard Lionheart emerged as a literary 
protagonist and as a hero worthy of monumental representation in the thirteenth century.  
While no chanson de geste or romance of Richard I exists prior to the fourteenth century, 
scholars have used Henry III’s wall painting of the duel of Richard I and Saladin as 
evidence for a fully developed romance of Richard I by the middle of the thirteenth 
century.607   
There are no extant texts that record a duel between Richard and Saladin before 
1330, but Henry III evidently had heard about the duel in 1251 when he commissioned an 
image of it for his painted chamber at Clarendon.608  As Loomis determined, the 
commission preserved in the Liberate Rolls specifically requested the duel of King 
Richard (duellum Regis Ricardi), and therefore it was not likely referring to the battle of 
Jaffa, in which thousands of knights participated in combat under Richard’s leadership; it 
must have stemmed from another source.609  While the Itinerarium as well as Roger of 
Howden’s Chronicle described the siege of Acre and the battle of Jaffa in some detail, 
neither account mentioned the infamous and fantastic duel between Richard and Saladin 
solemnized in the fourteenth-century Richard Coer de Lion.  The Itinerarium’s author 
does note that a messenger of Saladin’s brother, Saphadin of Archadia, gave “two very 
noble Arab horses to the king in recognition of his noted prowess,” which Richard                                                         
607 Gillingham, Richard Coeur de Lion, p. 183; R.S. Loomis, “The Pas Saladin in Art and Heraldry,” in 
Studies in Art and Literature for Belle da Costa Greene, D. Miner, ed. (Princeton, 1954), pp. 83-91; 
Loomis, “Richard Coeur de Lion and the Pas Saladin in Medieval Art,” PMLA 30:3 (1915), p. 514. 
608 A duel between Richard I and Saladin is loosely described in the fourteenth-century Middle English 
romance, Richard Coer de Lion, which survives in seven manuscripts and two printings, the earliest of 
which dates to c. 1330. The manuscripts are: Version A (longer version) – Cambridge, Gonville and Caius 
175; BL Add. MS 31042. Version B (shorter version) - Auchinleck MS, Nat. Lib. Scotland, Advocates 
19.2.1. This manuscript is a compilation of numerous Middle English texts, both romance and devotional 
literature. See National Library of Scotland, “The Auchinleck Manuscript,” D. Burnley and A. Wiggins, 
eds., Version 1.2, http://www.nls.uk/auchinleck/; BL Egerton 2862; BL Harley 4690; London, College of 
Arms Arundel 58; Bodley MS Douce 228; Badminton House MS 704.1.16 (frag.) 
609 Loomis, “Richard,” pp. 514 n. 11 and 524 n. 22.  See also G. Paris, “La Légende de Saladin,” Journal 
des Savants (Paris, mai-août 1893). 
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graciously accepted, declaring “that at that moment he would have accepted many more 
horses even from his worst enemy because they are so essential in battle.”610  He does not 
mention the horses again; indeed, the duel does not appear in the historical record until 
the early fourteenth century.611  It is, however, possible that an account of Richard’s duel 
with Saladin was available to Henry III, perhaps through oral transmission in lyric or 
narration.  The author of the Itinerarium recorded how crusaders celebrated the arrival of 
Richard I at Acre by “singing popular songs” and reciting “epic tales of ancient heroes’ 
deeds,” as an incitement to the audience to imitate them. 612  The passage is a testament to 
the use and power of oral performances of crusade history – a mode certainly used to 
exalt past crusade leaders to prospective ones, as a form of propaganda in the thirteenth 
century.613  Indeed, King Louis IX was both the subject of and intended audience for a 
number of French crusade lyrics, such as “Nus ne porroit de mauvese reson,” written in 
the wake of the dismal defeat of his army at the battle of Mansourah.  As David Trotter 
stated, the direct aim of the song was to persuade Louis IX to aid those taken captive after 
his campaign; the king is presented as being personally responsible for the Holy Land: 
…Diex fist de vous election / Et seigneur de sa venjance (ll. 14f.).614  Henry III equally 
could have been the target of such exhorting and compelling lyrics meant to inspire him 
                                                        
610 Itinerarium, p. 365. 
611 See Loomis, “Richard,” p. 513. It is described by Peter de Langtoft (d. 1307) and Walter de 
Hemingburgh: Peter de Langtoft, Chronicle, T. Wright, ed., 2 vols., RS 47 (London, 1866-68), 2.102; 
Walter de Hemingburgh, Chronicon de gestis Regum Angliae, H.C. Hamilton, ed., 2 vols. (London, 1848-
49), 1.183. 
612 Itinerarium, p. 202. 
613 See D.A. Trotter, Medieval French Literature and the Crusades (1100-1300), Histoire des idées et 
critique littéraire, vol. 256 (Geneva, 1988), p. 183. The bibliography on medieval lyric in general and 
crusade lyric in specific is vast. Trotter proves a good overview with notes, esp. pp. 173-192.  See also J. 
Bédier and P. Aubry, eds., Les chansons de croisade (Paris, 1909); P. Dronke, The Medieval Lyric, 2nd ed. 
(London, 1978). 
614 Trotter, p. 191. The song is reproduced in the Bédier collection, no. XXIV; other songs remarking on the 
crusades of Louis IX in this collection are no. XXII and no. XXIII. 
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to fulfill his dynastic and divine duty to defend the Holy Land, especially after his second 
crusade vow in 1250. 
The manuscript Henry requested from the Master of the Temple was referred to as 
“gesta Antiochie et regum” [the history of Antioch and of kings].  As kings have a 
limited role in the Chanson d’Antioche, this manuscript must have contained at least a 
second text, a history and deeds of kings.  While the manuscript could have included a 
history of the kings of Jerusalem or a copy of William of Tyre’s history of Outremer, it is 
more likely that it contained other texts from the Old French Crusade Cycle, which 
focused primarily on the deeds of Godfrey de Bouillon, who was elected first Latin ruler 
of Jerusalem on 22 July 1099.  As discussed above, in surviving manuscripts the branches 
of the Crusade Cycle were bound together and very rarely incorporated supplemental 
texts, with the exception of the Roman d’Alexandre in BN Ms. fr. 786 and the prose 
Chronique de Turpin included at the end of BN Ms. fr. 1621.615  While it cannot be ruled 
out that the Master of the Temple’s manuscript included a copy of the French “gesta” 
mentioned by the author that served as the source text for his Middle English translation 
of Richard Coer de Lion, this is a highly circumstantial and problematic suggestion 
considering the lack of pictorial narratives recording the life of Richard I from the 
thirteenth and, indeed, fourteenth centuries.616  The very fact that King Henry selected 
one isolated moment from Richard’s career, the duel – a moment that was easy to render 
artistically as a motif and that was then repeated in other media and in other contexts – 
could indicate a void in source material, both textual and pictorial.  It may be that deeds 
from Richard’s life were visualized in terms of motifs that could have easily been drawn                                                         
615 See Myers, pp. xxvii-xxxiii and xxxvii-xxxviiii.  
616 For the minor roles played by kings in Antioche see Trotter, p. 116. 
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from popular-oral performance, as was the case, for example, with episodes from the 
Roman de Renart.617  This seems more likely and more sensible than postulating the 
existence of a fully-rendered literary record of Richard’s crusading deeds, which was 
then used as a model for the wall painting at Clarendon.618   
The most well known image of the duel between Richard I and Saladin from the 
thirteenth century is on a glazed floor tile from Chertsey Abbey (Fig. 93).  The decorated 
tiles of Chertsey Abbey were discovered in situ in the 1850s when the ruins of the abbey 
were pilfered for building stone, at which time they were lifted and stored in random 
heaps.  Fortunately, Manwaring Shurlock, a retired doctor with an interest in medieval 
decorated tiles, discovered the cache and began the arduous tasks of preserving the tiles 
and reconstructing the design of the floor. 619  While we will never know the original 
layout of the tiles within the abbey, Dr. Shurlock was able to collate many of the 
fragments into identifiable scenes with decorative foliate mosaic borders.620  The most 
famous of the Chertsey tiles are the large roundels used in a mosaic arrangements 
preserved at the British Museum (arrangement nos. XLII and LXIV), which included tiles 
illustrating the romance of Tristram and Isolde along with a series illustrating knightly 
combats, one of which is accepted as the duel of Richard I and Saladin.  Tiles with REX 
and RICARDO were discovered at the site, and were probably originally used around the 
picture of King Richard as part of the border based on the curvature of the text 
fragment.621  As Elizabeth Eames has suggested, segmental tiles with inscriptions that                                                         
617 On the Roman de Renart, see Busby, Codex and Context, p. 226; J.R. Scheidegger, Le roman de Renart 
ou le texte de la derision (Geneva, 1989, pp. 119-47; K. Varty, Reynard the Fox (Leicester, 1967).  
618 As proposed by Gillingham, Richard Coeur de Lion, p. 183 and Loomis, “Richard,” p. 514, for example. 
619 E.S. Eames, Catalogue of Medieval Lead-Glazed Earthenware Tiles in the Department of Medieval and 
Later Antiquities, British Museum, vol. 1 (London, 1980), p. 142. 
620 M. Shurlock, Tiles from Chertsey Abbey, Surrey, Representing Early Romance Subjects (London, 1885). 
621 Eames, Catalogue, p. 145.  
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told the story or identified the figures surrounded the circular pictures.622  A number of 
tiles with LEO inscribed on them were also found, which were probably used around one 
of the scenes that included a lion.  Both Shurlock and Loomis believed that the Richard 
and Saladin tiles represented a single episode in a large cycle illustrating the life of the 
English king, which included the image with the youth astride a lion, and image Loomis 
identified as “Richard tears out the Lion’s Heart” (Fig. 94).  This was partially based on 
the evidence of the multi-episode pictorial narrative of Tristram and Isolde also 
discovered at Chertsey; indeed, the Tristram tiles were clearly drawn from a manuscript 
source, as attested by the fragments of accompanying inscriptions.623  However, as Eames 
determined, different artists using an alternative firing method executed the Tristram 
tiles, and the two series thus cannot be understood as a single, related commission.  
Eames further suggested that the youth fighting the lion represents Samson and the lion 
not King Richard, understanding the roundel as part of larger thematic cycle illustrating 
single combats, particularly those with lions.  Her evidence was technical: the roundels 
that she identified as part of the combat series were all fired cut into four or nine mosaic 
pieces.  The roundels from the Tristram series were fired in one piece, forming a simpler 
mosaic arrangement than the combat tiles.  She also noted that the Tristram inscriptions 
were in French while the combat tituli were in Latin.624  The combat tiles have been dated 
c. 1250, and the Tristram tiles have been dated later to c. 1260-1280.625  Therefore, the 
duel of Richard I and Saladin was not part of a cycle illustrating an early romance                                                         
622 Eames, Catalogue, p. 145. During the restoration of the design in 1971, Eames and Peter van Geersdaele 
used a crown motif that is evident today to frame the roundel with King Richard due to too many missing 
tiles to reconstruct the original framing inscription or titulus. 
623 Loomis, “Illustrations,” pp. 25-28.  For a more tempered view see Morrison and Hedeman, Imagining 
the Past, pp. 278-81 no. 54 
624 Eames, Catalogue, pp. 146-147. 
625 See E. Eames, English Tilers (London, 1992), p. 45-46. 
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manuscript of Richard Coer de Lion as suggested by Shurlock and Loomis; rather, it 
represents yet another example of the imaging of this single, isolated event from his 
crusade that is roughly contemporary with Henry’s mural commission for the same, 
singular scene.   
Since Henry’s wall painting of Richard’s duel does not survive, the glazed tiles of 
Richard and Saladin from Chertsey Abbey have often been used to suggest the 
iconography of the mural (see Fig. 93).  In the left roundel, King Richard, mounted on his 
horse, charges toward Saladin with his lance, and, in the right roundel, Saladin receives 
the lance and struggles atop his collapsing mare, whose contorted body contrasts with the 
valiant stride of Richard’s horse.  While the overall iconography is as conventional, the 
Chertsey tiles do bear certain iconographic motifs, however, that allow for the 
identification of King Richard, namely the figure’s large crown and his shield blazoned 
with three leopards.626  The scene also clearly presents combat between a Christian 
knight, decked in full mail and armor, and a “pagan,” who, in stark contrast to his 
chivalric opponent, wears a draped tunic, has long hair and beard, and wields a curved 
scimitar or falchion.  Saladin also has on a distinctive pointed cap (not the expected 
turban), a pejorative pictorial sign usually employed to distinguish Jews from Christians 
in medieval iconography, which perhaps further classifies the Muslim warrior as “other.”  
As Debra Stickland has suggested, the specific visual signs that were used for medieval 
representation of Jews were also used to set apart other members of the medieval 
underclass, including Saracens and Tartars.627  Of course, we must also recall that the 
                                                        
626 Loomis, “Richard,” p. 515. 
627 D. Hassig [Strickland], “The Iconography of Rejection: Jew and Other Monstrous Races,” in Image and 
Belief: Studies in Celebration of the Eightieth Anniversary of the Index of Christian Art, C. Hourihane, ed. 
(Princeton, 1999), p. 26. See also D. Higgs Strickland, Saracens, Demons and Jews: Making Monsters in 
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killing of Jews was an integral part of crusade history, as the enemies of Christendom 
with Europe itself.  Following Urban II’s call for the First Crusade in 1096, there was an 
eruption of massacres of Jewish communities in the Rhineland, revealing, as Geraldine 
Heng notes, how “easily medieval modalities of though made it possible to slide 
ideologically from one religious target to another – from the projected massacres of 
Muslims in the east…to the immediate massacres of Jews.”628  Indeed, in thirteenth-
century England, familial devotion to the crusading ideal fired religious zealotry against 
the Jews on occasion, witnessed, for example, in Simon de Montfort’s, King Henry’s 
brother-in-law, expulsion of the Jews from Leicester in 1231.629  Perhaps, this blurring of 
the distinction between Jews and pagans extended to the visual representation of 
crusading in England. 
Loomis believed that the duel of Richard and Saladin portrayed on the Chertsey 
tiles was drawn specifically from a thirteenth-century copy of Richard Coer de Lion, as 
some of the iconographic features on the tiles were alluded to in the Middle English 
version of the text, including, for example, the shield blazoned with three leopards: “with 
three lupardes wrought fful weel.”630  However, the armorial bearings on the shield, three 
lions passant gardant or, was an attribute of Richard’s self-fashioned royal image from 
the twelfth century, and became the official arms of England during his reign.  It was 
featured on his Second Great Seal of c. 1197-1199 (Fig. 95), an equestrian type seal 
equally evocative of the image of Richard on the Chertsey tile, and Matthew Paris 
                                                        
Medieval Art (Princeton, 2003); R. Mellinkoff, Outcasts: Signs of Otherness in Northern European Art of 
the Late Middle Ages, 2 vols. (Berkeley, 1993). 
628 G. Heng, “The Romance of England: Richard Coer de Lyon, Saracens, Jews, and the Politics of Race 
and Nation,” in The Postcolonial Middle Ages, J.J. Cohen, ed. (New York, 2000), pp. 142-143. 
629 See J.R. Maddicott, Simon de Montfort (Cambridge, 1994), p. 78. 
630 Loomis, “Richard,” p. 515; Richard Löwenherz, Brunner, ed., line 5710. 
  231 
depicted King Richard displaying the same shield in his pictorial genealogy of English 
kings from the Abbreviatio Chronicorum (c. 1255-1259).631  
Additionally, Loomis attributed the broad falchion carried by Saladin, his broken 
girth and stirrups, the spear carried by Richard, the position of Saladin’s body, and the 
falling horse to the “lost” romance source.  However, he then acknowledged that the 
Chertsey roundels, in fact, used a pre-existing artistic vocabulary for representing the 
overthrow of pagan warriors by Christian knights, noting its affinity with the single 
combat between Richard Courthose and Kerbogha depicted in the Crusading Window at 
Saint-Denis (see Fig. 90).632  Like the Chertsey tile, the medallion captured the moment 
that Duke Richard unhorsed his pagan opponent.  In Montfaucon’s drawing of the 
combat, Kerbogha is depicted falling backwards with his back dramatically arched away 
from the thrust of Richard’s lance, while his horse is collapsing, its head turned down and 
back towards its defeated rider, who has broken through the stirrups.  The arch of 
Kerbogha’s body and the contorted position of the horse, indeed, are reflected in the 
Chertsey tile.  While a direct relationship between the Chertsey tile and the Saint-Denis 
medallion cannot be established, it is evidence that the design of the tile was based on a 
pre-existing type, and the details that Loomis read as specific to the romance are actually 
conventional – not exclusive to images of Richard’s duel with Saladin.  The iconography 
Loomis identified was not even employed on other contemporary tiles presenting the 
duel.  A pair of floor-tiles from Cleeve Abbey, Somerset (c. 1244-1272) depicts King 
Richard wielding a broad shield and lance, while Saladin holds a small, round shield and 
                                                        
631 BL Cotton Claudius D. VI, fol. 9v. Matthew Paris used this coat gules for all post-Anglo-Saxon kings of 
England, beginning with the reign of William I of Normandy; however, there is no evidence for its use 
before the reign of Richard I. See Lewis, Matthew Paris, pp. 176-177. 
632 Loomis, “Richard,” p. 515-516. 
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a scimitar.633  The image does not capture the moment of Saladin’s fall; he is firmly 
mounted on his horse. While pieces of the tiles have been lost, it appears that only 
Saladin’s arms, the shield and scimitar, distinguish him as a pagan warrior from his 
knightly, Christian opponent.     
There have been several attempts made to connect Henry III to the design and 
manufacture of the Richard and Saladin tiles from Chertsey Abbey, all of which remain 
tenuous.634  Nevertheless, I think that representational glazed tiles such as those 
uncovered at Chertsey – inlaid tiles of the so-called Wessex school – were part of the 
dynamic and innovative visual culture of Henry’s reign, and they would have shared in a 
common pictorial language with contemporary works produced by and for the court.  
Eames even acknowledged that some pictorial tiles used at Westminster were closely 
related to the pictorial tiles from Chertsey in both style and execution, particularly to 
those of the Tristram series.635  Henry’s patronage of tile-pavements for his royal 
residences is well attested to in the rolls, and he had skilled tilers working for him at 
Westminster and Clarendon from around 1237.636  At Clarendon, many of the decorative 
glazed floors were discovered in situ in the 1930s, including the circular banded floor 
from the king’s chapel, c. 1240-44, which included a long Latin inscription now 
impossible to reconstruct, and the pavement from the queen’s chamber, c. 1250-52.637  
                                                        
633 J. Harcourt, “The Medieval Floor Tiles of Cleeve Abbey, Somerset,” JBAA 153 (2000), pp. 47, 50. 
634 See especially W.R. Lethaby, “The Romance Tiles of Chertsey Abbey,” The Walpole Society Annual 
Volume 2 (1912-1913), pp. 69, who suggested that Henry III gifted the Richard and Saladin roundels to the 
abbey. 
635 Eames, Catalogue, p. 163. 
636 See Colvin, ed., King’s Works, vol. 1, pp. 126-127; Eames, Catalogue, p. 164. Clarendon had its own 
kiln for tile production, which was uncovered in the palace yard during excavations. See Eames, “The Tile 
Kiln and Floor Tiles,” in James and Robinson, eds., Clarendon Palace, pp. 127-138. 
637 Cf. CLR, 1245-51, pp. 296, 362; E.S. Eames, “A Thirteenth-Century Tile Pavement from the King’s 
Chapel, Clarendon Palace,” JBAA 26 (1963), pp. 40-50; ibid.,  “A Tile Pavement from the Queen’s 
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While the Clarendon tiles were primarily armorial or floriated, a tile decorated with a pair 
of mounted, charging knights was found set vertically on a “bench” in the queen’s new 
wardrobe of c. 1247-1249.  At the time of its discovery, it was identified as the combat 
between Richard and Saladin; however, both figures are portrayed as Western knights in 
full suits of armor, which was a common tile motif in the Wessex area and south Wales, 
and so the scene is actually representative of a more generic mode of chivalric or military 
iconography.638  There is also tentative evidence for tiles portraying the combat of 
Richard and Saladin in the Antioch Chamber itself at Clarendon, as Colvin in his 
description of the room states that the dado of the pavement contained tiles portraying the 
duel.639  The chamber was finished with a tiled pavement in 1252 and paid for in 1253, 
and it is tempting to imagine that these decorative floor tiles were selected to complement 
the overall scheme of the chamber.640  Unfortunately, the tiles described by Colvin were 
not found during later archaeological excavations at the site, and could have been generic 
combat scenes like the pair of tiles found in the queen’s wardrobe.  
At Westminster, Henry III commissioned numerous new glazed tile-pavements 
for both the abbey and the palace in the mid-thirteenth century.  He was responsible for 
the incredible tiles that cover the floor of the Chapter House at Westminster Abbey 
(completed 1258/9).641  He also demanded that the leftover tiles from the Chapter House 
be used to pave St. Dunstan’s chapel elsewhere in the abbey.642  This record establishes a 
model for the transmission of glazed tiles from one project to another, perhaps even                                                         
Chamber, Clarendon Palace, Dated 1250-52,” JBAA 20-21(1957-1958), pp. 95-107; ibid., “The Royal 
Apartments at Clarendon Palace in the Reign of Henry III,” JBAA 28 (1965), pp. 57-58. 
638 Eames, “Tile Kiln and Floor Tiles,” p. 146-147; Borenius, “Cycle of Images,” p. 46. 
639 Colvin, p. 914; Eames, “Royal Apartments,” p. 65. 
640 CLR, 1251-1260, p. 61; Colvin, p. 914 n. 12. 
641 Eames, Catalogue, p. 163; King’s Works, p. 142 and n. 2. 
642 P.B. Clayton, “The Inlaid Tiles of Westminster Abbey,” Archaeological Journal LXIX (1912), p. 43; 
Eames, Catalogue, p. 163. 
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between sites, which could explain the appearance of secular images and pictorial 
romances in church floors.  Notably, Eames did not believe that the pictorial pavements 
in the Chapter House – the tiles depicting a hunting scene, a king, a queen, a bishop, two 
musicians, and St. Edward giving his ring to the pilgrim – were originally designed for it, 
suspecting that they were left over after a pavement had been laid somewhere in 
Westminster Palace.643  It certainly appears that the majority of pavements Henry 
commissioned for the palace pre-date the floor installations at the abbey.  In 1238, he 
requested his small chapel off the Painted Chamber be paved, which was followed by the 
laying of a tile pavement in the Painted Chamber itself in 1241.644  The queen’s chapel 
received its new paved floor in 1238.645  This model of exchange could also explain the 
very important discovery of decorated tile fragments in Winchester Cathedral with 
patterns identical to some of the combat scenes on the roundels from Chertsey Abbey; the 
same stamps were used for both the Winchester fragments and the Chertsey tiles, and 
they were fired in the same unique mosaic arrangement.646  Christopher Norton suggested 
that the appearance of the combat roundels in the cathedral probably results from a 
special commission and royal connections with Henry III, as nearby Winchester Castle 
was one of Henry III’s principle residences.  In the 1240s and 1250s, Winchester Castle 
underwent considerable rebuilding and redecoration, and it is possible that tiles of this 
                                                        
643 Eames, Catalogue, p. 163. Based on technical evidence, she proposed that the bands of pictorial tiles 
were inserted into a distinct decorated floor scheme after it had been about half laid. The image of St. 
Edward the Confessor giving the ring to St. John was certainly favored by Henry for his royal residences.  
It featured in the Painted Chamber and the Chapel of St. Thomas à Becket at Westminster, the Great Hall 
and chapel at Guildford, and the Chapel of St. John at the Tower of London. See Borenius, “Cycle of 
Images,” pp. 47-50. 
644 CCR, 1237-1242, pp. 26, 312. 
645 CCR, 1237-1242, p. 26. 
646 E.C. Norton, “The Medieval Tile Pavements of Winchester Cathedral,” in Medieval Art and 
Architecture at Winchester Cathedral, T.A. Heslop and V.A. Sekules, eds. (Leeds, 1983), p. 80. 
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type were laid there, although no such fragments have been discovered at the site.647  
Conceivably, leftover tiles from pavements in the castle or perhaps even specially 
commissioned tiles of the combats were then given to the cathedral by the royal family.  
On present evidence, this is perhaps as close a connection as can be made between King 
Henry III and the actual design and manufacture of the Chertsey tiles illustrating the duel 
of King Richard I and Saladin. 
Even by the fourteenth century, Richard’s life and heroic deeds had yet to inspire 
multi-episode pictorial narratives or more complex iconographic treatment, despite being 
formally recorded in manuscripts as a popular romance.  The known manuscripts of the 
Middle English Richard Coer de Lion were not illuminated, with the exception of a 
single prefatory miniature in the Auchinleck manuscript, which depicts Richard’s arrival 
in the Levant (fol. 326r).  One of the earliest manuscript paintings of the duel of Richard I 
and Saladin was the bas-de-page of fol. 82 in the Luttrell Psalter, c. 1325-35.648  The 
representation of the scene in the Psalter provides a stark contrast to its portrayal on the 
Chertsey tiles, particularly the artistic treatment of Saladin and his horse (Fig. 96).  The 
Psalter’s artist has rendered the Saracen warrior, who holds a shield with the “Ethopian” 
herald of Muhammad, as outright monstrous, with dark skin and distorted physiognomic 
features, including a large, pointed nose and protruding teeth, and, as Strickland pointed 
out, even the physiognomic features of Saladin’s horse, such as its buck teeth, give the 
beast a look of incompetence, which contrasts unfavorably with Richard’s sleek, noble 
horse.649  The Luttrell Psalter’s artist translated the duel into a fourteenth-century 
vernacular, likely drawing from contemporary tournament culture, as well as revealed                                                         
647 Norton, “Medieval Tile,” p. 80. 
648 BL Add. Ms. 42130. 
649 Strickland, Saracens, Demons and Jews, p. 179. 
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some knowledge of the Middle English Richard Coer de Lion, as he decked Saladin’s 
horse’s trapper with hanging bells, a detail described in the text: “hys crouper heeng al ful 
off belles.”650  The image is also evidence for the continued unease about the “Saracen 
menace” in England, which is embodied in the pejorative portraits of Saladin and 
Muhammad, and it was perhaps inspired by plans for a new crusade to the Holy Land in 
the 1330s, following the Muslim abandonment of Tyre.651  Additionally, as Michael 
Camille noted, the manuscript’s patron, Geoffrey Luttrell, could have directed the 
inclusion of such an image based on his family’s crusading legacy: his son Robert was a 
Hospitaller and various other members of his family were signed with the cross and thus 
active in the crusade movement.652 
The final surviving crusading images of Richard I from the fourteenth century 
were drawn from the late-thirteenth-century French romance Le Pas Saladin.  Penned by 
a French author, the text offers a French view for the events of the Third Crusade, 
celebrating the heroic feats and leadership of King Philip II rather than King Richard.653  
The romance, which is known from a single manuscript source (Paris, BN fr. 24432), 
centers on a key episode in which Philip organizes twelve champions of the crusader 
army, including King Richard, to hold a mountain pass in the Holy Land against an 
invading army of Saracens under the leadership of Saladin.  The short poem unfolds as 
Saladin dispatches a vanguard of his most decorated chieftains to scope out the pass; the 
Saracen warriors are then, in turn, struck down by the twelve crusaders.  Frustrated by the 
disappearance of his men, Saladin dispatches a spy, Tornevent, to ascertain the situation.                                                          
650 Richard Löwenherz, Brunner, ed., line 5744, quoted in Strickland, Saracens, Demons & Jews, p. 179. 
651 Strickland, Saracens, Demons & Jews, p. 182. 
652 M. Camille, Mirror in Parchment: The Luttrell Psalter and the Making of Medieval England (London, 
1998), pp. 277-78; Tyerman, England and the Crusades, pp. 288-94. 
653 Le Pas Saladin, L. Crist, ed., Saladin: Suite en fin du deuxième Cycle de la croisade (Geneva, 1972). 
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Arriving at the pass, Tornevent, familiar with Christian heraldry, takes account of the 
identities of the Christian knights, and he reports the names of the men back to Saladin, 
whose response is to abandon the attack on the pass and retreat to the Muslim stronghold 
of Damietta.654  Significantly, the poem highlights Saladin’s chivalric morality, as he 
decides to retreat not out of fear of defeat but because he cannot be responsible for the 
death of so many brave knights.655  
The poem, in particular this scene of the Christian knights holding the pass 
against Saladin and his army, was perhaps popular in fourteenth-century art.  It is 
generally described in a number of references to art objects in medieval inventories. 
Unfortunately, the inventory entries only mention the name of the romance as the subject 
or specify the central figures depicted, making it impossible to determine their 
compositions.  The works recorded in the inventories are also quite diverse in terms of 
medium, ranging from plate and seals to mural paintings and tapestries.  For instance, 
Louis I, Duke of Anjou, possessed at least three pieces of plate bearing the subject, and 
Charles V of France listed a golden seal with a lock in his inventory of 1379 as: “Item le 
seel d’or où est le Pas Salladin, fermant à clef.”656  As for monumental treatment, a 
record of payments for the years 1375 and 1376 for the decoration of the castle of 
                                                        
654 See Loomis, “Richard,” pp. 523-525; idem., “The Pas Saladin in Art and Heraldry,” in Studies in Art 
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655 F.E. Lodeman, “Le Pas Saladin. I,” Modern Language Notes 12:1 (1897), p. 23. While the event 
depicted is more or less fictional, all twelve men named in the poem, with one exception, took part in one 
or more of the Crusades.  There was an attempt to associate the defense of the pass with the battle of Jaffa 
led by Richard I (1192); however, only three of the twelve knights named in Le Pas Saladin were at that 
particular battle, which, incidentally, did not take place at a mountain pass. 
656 For Louis I, Duke of Anjou: Loomis, “Pas Saladin,” p. 87; L.E.S. J. Marquis de Laborde, Notice des 
émaux du Musée du Louvre (Paris, 1853), 2.70-71, 2.99; H. Moranvillé, Inventaire de l’orfèvrerie et des 
joyaux de Louis I Duc d’Anjou (Paris, 1906), 2.222, 311, 468. For Charles V: Loomis, “Pas Saladin,” p. 88; 
J. Labarte, Inventaire du mobilier de Charles V (Paris, 1879), p. 88. 
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Valenciennes in Hainault mentions a painted chamber “c’est assavoir le Pas 
Salehadin.”657 
While these works depicting the Pas Saladin were produced in northern France or 
the Low Countries, the narrative held some fascination for the English, certainly at court.  
Edward III (1312-1377) had a particular interest in Richard I and Saladin, employing 
their images in the production of his own royal identity.  In 1327, for instance, Edward 
commanded that the helmet of Saladin, which was part of the English royal treasury, be 
brought from the king’s armory to the privy wardrobe.658  Although Edward’s precise 
reasons for calling up the helmet are unknown, the crusade relic would have recalled the 
heroic exploits of both Richard I and Edward I in the Holy Land, and it would have 
tapped into the king’s interest in lavish display and spectacle in the context of the exotic 
East, as Juliet Vale suggested.659  Royal interest in the helmet also reflects the changing 
image of Saladin from barbarous infidel to chivalric opponent in the mid-fourteenth 
century, which was celebrated in the Pas Saladin and then in the monumental tapestries 
that we know decorated the royal halls during this period.  The wardrobe accounts of 
Edward III record “1 dossar de passu Saladini,” and Edward, the Black Prince (1330-
1376), bequeathed to his son, the future Richard II, “a nostredit filz la sale darras du pas 
                                                        
657 Loomis, “Pas Saladin,” p. 87; C. Dehaisnes, Documents et extraits divers concernant l’histoire de l’art 
dans la Flandre, l’Artois, et le Hainaut (Lille, 1886), 2.533. 
658 BL, Add. Ms. 60584, fol. 8v: “Et de l capello rotundo de ascere nuper Saladini Soldanis cum circulo arg 
/ superaurato cum tressuris et babewiner / cum coffino de coreo nigro,” cited in J. Vale, “Image and 
Identity in the Prehistory of the Order of the Garter,” in St. George’s Chapel Windsor in the Fourteenth 
Century, edited by N. Saul (Woodbridge, 2005), p. 36 n. 2. It is unclear when Saladin’s helmet arrived in 
England, but the reigns of both Richard I and Edward I have been suggested, as they would have had the 
opportunity to acquire such an object during their time in the Levant.  For gifts exchanged between Richard 
and Saladin, see J. Gillingham, Richard I (New Haven, 1999), pp. 20-21. 
659 Vale, “Image and Identity,” p. 37. See also Camille, Mirror in Parchment, pp. 60-61. 
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de saladyn” in his will.660  The subject matter of the former is unclear, but the later was 
certainly a tapestry of the French Pas Saladin.  Of course, both records could refer to the 
same object, having passed from father to son.  Additionally, an inventory of Richard II’s 
tapestries records that the king possessed “two pec [pieces] de Regi Ricardo” at the time 
of his death in 1399.661  Again, one or both of these tapestries could be the same as those 
mentioned in the records of Edward III and the Black Prince, although it is interesting 
that they are identified as works depicting King Richard and not Saladin, indicating 
perhaps a pictorial tradition distinct from the Pas Saladin narrative.  While we can hardly 
speculate upon the iconography of the tapestries, it is also possible that those conducting 
the inventory only recognized the figure of King Richard in the scene or scenes 
presented, as he was no doubt shown carrying his blazoned shield and wearing a crown, 
rather than a specific episode from the Pas Saladin, and recorded the subject matter 
accordingly. 
Henry III’s patronage of the duel of Richard I and Saladin in his chamber at 
Clarendon is relatively straightforward, as it was certainly driven by his self-conscious 
need to promote a royal image of crusading in England, an image of action and glory.  In 
some respect, however, Henry’s promotion of Richard I can be understood separately 
from his promotion of the crusade movement in the 1250s, after his assumption of the 
cross in 1250 and his declaration to set out for the Holy Land in 1254.  Out of all the 
records pertaining to Henry’s artistic patronage, there is only the single reference to an 
                                                        
660 For Edward III: PRO E101/391/15, m. 26r, printed in N.H. Nicolas, “Expenses of the Great Wardrobe of 
Edward III,” Archaeologia 31 (1846), p. 103; for the Black Prince: J. Nichols, ed., Royal Wills (London, 
1780), p. 72; A.P. Stanley, Historical Memorials of Canterbury (London, 1909), p. 168. 
661 W.G. Thomas, History of Tapestry, (New York, 1931), p. 100; Loomis, “Richard,” p. 528. John, Duc de 
Berry, also had two “tappis du Roy Richart,” which were produced in Arras before 1416, see J. Guiffrey, 
Inventaires de Jean Duc de Berry, 2.209. 
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image of Richard I, which is perhaps surprising for a king with a keen interest in English 
royal hagiography.  One could even interpret the militarized image of Richard I as a 
counter to the debonair (and extremely demilitarized) image of Henry’s self-proclaimed 
patron saint, Edward the Confessor.  The pictorial arts consistently portrayed Richard I in 
his guise as rex crucesignatus, a decidedly English one, an identity that seems to have 
been formulated in the thirteenth century as an antidote to the French pantheon of 
crusaders – Charlemagne, Godfrey de Boullion and, most especially, King Louis IX 
(along with his Capetian predecessors, Louis VII, Philip II and Louis VIII).  Richard’s 
role in the Third Crusade determined his royal image of the later Middle Ages.  In the 
context of King Henry III’s fierce competition with the French king, Richard I, indeed, 
emerges as a national symbol of England’s glorious crusader past, and he provides a 
dynastic claim to the future of the crusade movement.   
The thirteenth-century source or sources for the duel of Richard I and Saladin that 
appeared in Henry’s Clarendon palace will probably never be determined, but all extant 
visual evidence indicates a void in narrative source material for the production of 
pictorial cycles of Richard I.  While Richard’s crusade was ultimately unsuccessful, 
Henry III was able to locate a single moment from the campaign, albeit a fictional 
moment, with which to immortalize his predecessor as a crusader, his duel with Saladin.  
Henry did not commission a drawn out pictorial history of Richard’s life or kingship for 
the wall of his chamber at Clarendon, but rather he promoted an iconic, even 
sigillographic, image of the king.  This image of Richard I played to Henry’s own 
insecurities about his place in the crusades, depicting Richard in active military service, 
fighting the enemies of the Faith.   
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By 1254 Henry III had abandoned his projected campaign to the East altogether, 
and he must have been aware of the detrimental effects of his failed crusading efforts on 
his royal image.  According to Matthew Paris, when the king visited the Parisian court 
after Louis IX’s return from Egypt, he opted to lodge with the Knights Templar at the 
Old Temple in Paris, where, during a great banquet, he pointed out the shield of Richard 
I, inciting the French king and his entire court to take it in.  In this moment, Henry III laid 
claim to Richard – the English king’s only dynastic claim to crusader fame and a 
reference that would not have been lost on the king of France.662  The level of Henry’s 
sincerity to lead a crusade to the Holy Land is undeterminable, but it is evident from his 
promotion of Richard I that he understood the crusade as a royal obligation and thus as a 
signifier of the highest form of Christian kingship and, by extension, English kingship.  
Henry III never made it to the Holy Land, and so the title of the “new Richard” went to 
his son, the future Edward I, who actively campaigned in the Holy Land between 1271 
and 1272, on the Ninth Crusade.  A poem in praise of the young Edward declared: 
“Warlike in his pard, fragrant with sweetness like spikenard, whilst Edward is in his 
vigour, behold he shines like the new Richard.”663 
  
                                                        
662 MP, CM, 5.480. 
663 The Political Songs of England of England, from the Reign of John to that of Edward II, T. Wright, ed. 
and trans. (New York, reprint. 1968), p. 129. 
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Chapter 5 
Edward I, Eleanor of Castile and the Visual Culture of Crusade in England, 1260-1307  
 
“Acre takes a breath, rejoicing in such a soldier, 
and rises as it were from the grave to sing new songs of praise.” 
-Thomas de Wyta, The Praise of the Young Edward664 
 
“Jerusalem, thou hast lost the flower of thy chivalry.” 
- Lament on the Death of Edward I (1307)665 
 
  Crusade ideology and propaganda had a prominent impact on English visual 
culture during the reign of Edward I (1272-1307).  Before ascending the English throne 
in 1272, Edward set out on a crusade to the Holy Land in August 1270, leading a joint 
campaign with his celebrated crusading uncle, King Louis IX of France.  Edward’s 
commitment to the crusade movement and participation in it stand in stark contrast to 
Henry III’s vacillating and rather romantic interests in the Crusades analyzed in chapter 
4.  While Edward’s crusade campaign had little effect on the precarious state of the Holy 
Land and the survival of the Latin Kingdom of Jerusalem, it greatly advanced his 
reputation and would become a dominant aspect of his royal image.666  Despite numerous 
studies on the prince Edward’s crusade in 1270, the full extent of the influence of his 
crusading ethos on trends in royal patronage and the visual culture of the Edwardian court 
has yet to be fully considered.667  Moreover, Edward was consistently promoted as the 
                                                        
664 Thomas de Wyta, “The Praise of the Young Edward,” in The Political Songs of England from the Reign 
of John to that of Edward II, edited by Thomas Wright, introduction by P. Coss, Rev. ed. (Cambridge, 
1996), p. 132: “Accon respirat de tanto milite gaudens; Atque sepulta diu psallit nova cantica plaudens” 
(London, British Library, Ms. Cotton Vespasian B.XIII, fol. 130v). 
665 “Lament on the Death of Edward I,” in The Political Songs of England, p. 242. 
666 M. Prestwich, Edward I, 2nd ed., Yale English Monarchs Series (New Haven, 1997), pp. 66-85;  
667 The only significant studies of the visual culture of crusade in Edwardian England are Reeve, “Painted 
Chamber” and idem., “The Former Cycle of the Life of Edward I,” pp. 70-83.  See also P. Binski, The 
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ideal royal leader for later crusades in the rest of the thirteenth and into the fourteenth 
century, especially after the fall of Acre in 1291. After Louis IX’s death in 1271, Edward 
supplanted the Capetians as the expected savior of the Holy Land and was the primary 
focus of papal crusade propaganda.668  Edward took the cross for the second time in 
1287, but he did not go on crusade as king.  As protector and defender of the English 
realm, his priority necessarily was the governance and military management of England 
for the last twenty years of his reign.  Nonetheless, the crusade movement and the Holy 
Land had a continuous place in Edward’s patronage, and his status as rex crucesignatus 
was at the core of his royal identity.  Had it not been for the rise of Robert Bruce in 
Scotland, Edward might have made good on his second crusade vow.  In 1306, a year 
before his death, Edward swore with his knights to first defeat Bruce and then, on the 
conclusion of that campaign, to go to the Holy Land, never to bear arms against 
Christians again.669  
 Edward’s deep enthusiasm for the crusade movement was easily matched by that 
of his wife, Eleanor of Castile.  Indeed, Eleanor’s interest in crusading also had a 
significant impact on her patronage of the arts and her expression of royal identity.  In 
May of 1253, King Henry III began arranging the marriage of Edward to the Spanish 
princess.  Henry III displayed a deep admiration for Eleanor’s father, King Ferdinand III 
(r. 1217-1252), especially in regards to his successful expulsion of the Muslims from 
Spain.  From the 1230s, Henry and Ferdinand seemed to have enjoyed a diplomatic 
                                                        
Painted Chamber at Westminster, Society of Antiquaries Occasional Papers IX (London, 1995); Lewis, 
Reading Images, pp. 221-224. 
668 Lloyd, English Society, pp. 232-233. 
669 Flores, 3.131-2; Nicholas Trevet, Annales sex Regum Angliae, 1135-1307, edited by T. Hog (London, 
1845), pp. 408-9. Discussed in Lloyd, English Society, p. 237. 
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friendship based upon their common crusading fervor.670  Ferdinand III died in 1252, 
however, and Anglo-Castilian relations took a turn for the worse. Eleanor’s half-brother, 
Alfonso X el Sabio (r. 1252-1284) came to the throne with hostility toward England over 
a twelfth-century ancestral claim for the English crown’s holdings in Gascony.671  A 
diplomatic marriage between England and Spain was therefore increasingly important 
but, according to Matthew Paris, both kings moved forward with caution.  Alfonso 
wanted to meet Edward in person in order to make sure he was adequately handsome and 
accomplished, and he requested that Edward travel to the Castilian court to be knighted 
before the marriage.672  He also insisted that Edward receive estates worth at least 15,000 
marks a year.  Finally, Alfonso asked the English king to request papal permission to 
transmute his own vow to go on crusade to the Holy Land to Morocco, where Alfonso 
wanted to crusade against the Muslim enemies of the Iberian peninsula.673  Henry III had 
hoped to see his son knighted in a grand ceremony at the English court, of course, and 
feared the influence of a foreign ruler, but he submitted to the requests, persuaded by the 
Castilian envoys’ descriptions of Alfonso’s character, and the marriage plans were 
finalized by the end of March 1254.674  
                                                        
670 J.C. Parsons, Eleanor of Castile (New York, 1995), p. 10.  
671 Alfonso VIII, the great-grandfather of Alfonso X, had claims to Henry’s Gascony lands; they were 
supposedly given to him by King Henry II to secure Alfonso’s marriage to Henry’s daughter, Eleanor.  
Henry II never officially turned the Gascon lands over to the Spanish king, however, and so the king of 
Spain made several attempts to reclaim the lands, all of which failed.  The subsequent Spanish kings took 
no initiatives to recover Gascony, but when Alfonso X came to the throne he resurrected his great-
grandfather’s claims against the English for Gascony. On Henry III’s administration of Gascony, J.P. 
Trabut-Cussac, L’administration anglais en Gascogne sous Henry III et Edouard I de 1254 à 1307 (Paris, 
1972). 
672 MP, CM, 5.397; Prestwich, Edward I, pp. 9-10. 
673 B. Hamilton, “Eleanor of Castile and the Crusading Movement,” Mediterranean Historical Review 10:1-
2 (1995), p. 92; J.O. Baylen, “John Maunsell and the Castilian Treaty of 1254: A Study of the Clerical 
Diplomat,” Traditio 17 (1961), pp. 482-91. 
674 MP, CM, 5.397-8. 
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Edward traveled to Spain where he was knighted at Alfonso’s court on 13 
October 1254, the feast of the translation of Saint Edward the Confessor, giving the 
Spanish ceremony an English quality.  The knighting ceremony was followed by a pledge 
of allegiance between England and Spain.675  Edward then assigned his future wife dower 
lands, and he concluded by proxy his marriage to Eleanor, whose beauty and prudence 
had been reported.676  Eleanor and Edward were married at Santa Maria de Las Huelgas 
in Burgos, the royal monastery and burial place of the kings of Castile.  
There is little mention of Eleanor in the English chronicles until London began 
preparing for her ceremonial entrance and her countrymen began to flood the English 
court.  Matthew Paris, who was always xenophobic in his descriptions of foreigners, 
recorded Eleanor’s arrival at Dover and entrance into London in 1255: 
Eleanor…arrived at Dover in great pomp, and with such a numerous 
retinue that their arrival was looked upon with suspicion by all England, 
and fears were entertained that the country would be forcibly taken 
possession of by them. The king gave orders that she should be received 
with the greatest honor and reverence in London…where her arrival was 
celebrated with processions, illuminations, ringing of bells, singing and 
other displays of joys and festivities. On her approaching that city, 
therefore, the citizens went to meet her dressed in holiday clothes, and 
mounted on richly-caparisoned horses; and when the noble daughter-in-
law of the king arrived at the place of abode assigned to her, she found it, 
like the dwelling of the bishop elect of Toledo, hung with palls of silk and 
tapestry, like a temple, and even the floor was covered with arras. This 
was done by the Spaniards, it being in accordance with the custom of their 
country; but the excessive pride excited the laughter and derision of the 
[English] people.677 
 
                                                        
675 Parsons, Eleanor of Castile, pp. 14-16. 
676 Parsons, Eleanor of Castile, p. 15. 
677 Translated in Giles, Matthew Paris’s English History, 3.135-36; For the Latin text, MP, CM, 5.513-14.  
Matthew also described in detail the London apartments of Sancho, the bishop elect of Toledo and 
Eleanor’s kinsman: “He ornamented his place of abode, which was at the New Temple, and even the floor 
of it, with tapestries, palls and curtains.” Giles, 3.132.  
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The English people found the Castilians both ostentatious and vulgar, and they greeted 
with ridicule the sight of Eleanor’s apartments at Westminster, which Henry III had 
decorated in a Castilian fashion to make his daughter-in-law feel at home.678  Compared 
to the rather conservative and sober English, the Spanish seemed flamboyantly outlandish 
and foreign.  Spanish decorative textiles, silks and costumes were Islamic-inspired, often 
made by Muslim hands in al-Andalus and featuring geometric patterns, eight-pointed 
stars and Kufic inscriptions or Arabic epigraphy.679  For the Castilians, these lavish 
Andalusi textiles arguably were neither exotic nor incongruous elements of cultural 
display; these textiles made of silk, wrapped in gold, colored in costly trade dyes and 
woven by the most skilled hands were signifiers of Castilian identity and wealth.680  The 
entry festivities, Castilian dress of the Spanish courtiers and lavish decoration of the royal 
apartments had a long-lasting effect on Eleanor’s reception in England.  The display of 
her elite Spanish heritage focused attention on her foreign birth, her “exotic” origins, 
rather than her new status as a member of the English monarchy.  Eleanor’s association 
with things “exotic” or “Other” in England is rather incongruous considering her dynastic 
commitment to Crusades against Islam – a part of her Spanish heritage as daughter of 
Ferdinand III and half-sister to Alfonso X. 
  There is little doubt that Eleanor of Castile had intended to accompany her 
husband on his projected crusade to the Holy Land, but it is unclear whether Eleanor 
received the cross with Edward and his brother Edmund in 1268.  While women                                                         
678 Parsons, Eleanor of Castile, p. 18. 
679 Costume textiles preserved in the royal tombs of Las Huelgas are the best evidence for courtly Castilian 
dress and its connection to Islamic design and production in the thirteenth century. See C. Herrero 
Carretero, Museo de Telas Medievales. Monasterio de Santa María la Real de Huelgas, Patrimonio 
Nacional (Madrid, 1988); M.J. Feliciano, “Muslim Shrouds for Christian Kings? A Reassessment of 
Andalusi Textiles in Thirteenth-Century Castilian Life and Ritual,” in Under the Influence: Questioning the 
Comparative in Medieval Castile, edited by C. Robinson and L. Rouhi (Leiden, 2005), pp. 101-131. 
680 Feliciano, “Muslim Shrouds,” p.105. 
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generally were dissuaded from crusading in person, they were never prohibited from 
taking the cross.681  Eleanor was not the first royal woman to accompany her husband on 
a crusade campaign; notably, her mother Jeanne of Dammartin (d. 1279) had actively 
participated in Ferdinand III’s campaigns against the Moors, even living in his military 
camp at the siege of Seville in 1248.682  Eleanor of Aquitaine, from whom both Edward 
and Eleanor were descended, joined her then husband King Louis VII of France on the 
Second Crusade (1147-49), and Marguerite of France accompanied King Louis IX on his 
first crusade to Egypt (1248-54).  According to Joinville, Marguerite was left in charge of 
Damietta in 1250 while Louis IX and his main army marched on Cairo.  When news 
reached Damietta that the French king and army had failed to capture Cairo and were 
taken prisoner, Marguerite, three days after giving birth to a son, rose from her 
confinement and pleaded with the Italian merchant community to remain at their posts in 
the Damietta and not flee back to the West.  She understood that she would need to use 
Damietta as a bargaining chip for the release of her husband and his men.683  As Bernard 
Hamilton suggests, Eleanor of Castile was probably aware of this rousing story of a royal 
woman playing a heroic and pivotal role during a crusade campaign.684 
Edward and Eleanor’s itinerary from England to Acre is well documented.  The 
couple left England in August 1270, wintered in Sicily, made a brief stop in Cyprus and 
landed at Acre in May 1271.  Louis IX had died on campaign in Tunisia on 25 August 
1270, before Edward and Eleanor even reached the Mediterranean.  Nevertheless, they                                                         
681 See J.A. Brundage, “The Crusader’s Wife: A Canonistic Quandary,” Studia Gratiana 12 (1967), pp. 
427-41. It was expected that a male figure (husband, brother, father, or legal guardian) accompany women 
crusaders.  See J.A. Brundage, Medieval Canon Law and the Crusader (Madison, 1969), p. 32. 
682 Parsons, Eleanor of Castile, p. 9. 
683 Jean de Joinville, Histoire de Saint Louis, edited by N. de Wailly (Paris, 1868), pp. 141-2. 
684 B. Hamilton, “Eleanor of Castile and the Crusading Movement,” Mediterranean Historical Review 10:1-
2 (1995), p. 95. 
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decided to continue the campaign, journeying on to the Holy Land, and they stayed in 
Palestine for sixteen months until late September/early October 1272.685  Edward’s 
options in Syria were extremely limited, due in no small part to the limited size of his 
military forces.  As Tyerman summarizes, Edward’s fleet consisted of only thirteen ships 
and his army that reached Acre consisted of only about a thousand men, far too small an 
army to attempt any decisive aggression against Mamluk rulers in Egypt or the other 
Muslim rulers of Syria.  Edward’s campaign thus followed a predictable course; he was 
forced by local pressures to accept a diplomatic truce with Sultan Baibars of Egypt.686  To 
some degree, Edward’s crusade ended the same way that Richard I’s had ended nearly a 
century prior, but without the epic battle between ideal Christian king and Saracen leader 
solemnized in the written records before diplomacy was recognized as the only pragmatic 
means to an end. 
Eleanor’s activities during her sixteen months in the Holy Land are meagerly 
documented.  She spent most of her time at Acre, where she gave birth to two daughters, 
although only the second, Joan, survived.687  Eleanor also commissioned an Anglo-
Norman version of Vegetius’ De Re Militari, a “medieval bible of chivalry.”688  This 
book was translated by Eleanor’s clerk, Master Richard, into Anglo-Norman and 
illuminated by miniaturists working in the capital of the Latin Kingdom.689  The 
manuscript was personalized for Edward through the inclusion of a brief reference to a 
battle Edward had won at Kenilworth in August of 1265.690  Unfortunately, the 
                                                        
685 Cf. Tyerman, England and the Crusades, pp. 124-132. 
686 Tyerman, England and the Crusades, p. 125 
687 See Parsons, Eleanor, p. 29. 
688 Parsons, “Of Queens, Courts and Books,” p. 180. 
689 Hamilton, p. 101. 
690 Parsons, “Of Queens, Courts and Books,” p. 180.     
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presentation copy of this manuscript no longer survives, and the Acre miniatures are lost.  
A later copy in the Fitzwilliam Museum at Cambridge (Marlay Add. Ms. 1), however, 
contains an earlier miniature of a sea battle, which may have been made in Acre as part of 
Edward’s original book.691  Eleanor’s patronage of a military treatise for her husband 
while on crusade does suggest a correlation between her literary interests and the events 
in her life as well as her desire to encourage Edward’s knightly endeavors.  
Unfortunately, nothing else is known about Eleanor’s manuscript patronage in the Latin 
Kingdom.  After the couple left Acre and returned to Sicily, however, Edward lent 
Rustichello of Pisa a volume of Arthurian romance, which the Italian writer used as the 
basis for his Meliadus.  Rustichello indicates in the epilogue that he penned the text at 
Edward’s command.692 
The most famous piece of historical information recorded from Edward and 
Eleanor’s crusade is the attempt made on Edward’s life at Acre in 1272.  Walter of 
Guisborough recorded in his chronicle that Edward was stabbed in the arm with a 
poisoned dagger and was near death until an English surgeon cut away the inflamed flesh 
from the wound, noting that Edward’s brother Edmund lead Eleanor away weeping.693  In 
a more epic version of the story, Bartolomeo Fiadoni recorded in his Historia 
Ecclesiastica that an assailant, perhaps a Saracen Assassin, slashed Edward’s arm with 
the poisoned dagger, and, in a heroic act, Eleanor saved her husband’s life:   
They say, however, that at this time his wife, a Spaniard and the sister of 
the king of Castile, showed her husband great faithfulness; for with her 
tongue she licked his open wounds all day, and sucked out the humor, and                                                         
691 Hamilton, p. 101; J. Folda, Crusade Manuscript Illumination at Saint-Jean d’Acre, 1275-1291 
(Princeton, 1976), pp. 16-17, 129-130, 199, no. 18. 
692 Prestwich, Edward I, p. 118; Parsons, Eleanor of Castile, p. 30. 
693 The Chronicle of Walter of Guisborough, edited by H. Rothwell, Camden Society, 3rd Series (London, 
1957), pp. 209-10; Prestwich, Edward I, pp. 78-79; Parson, Eleanor of Castile, pp. 29-30. 
  250 
thus by her virtue drew out all the poisonous material; whereby, when the 
scars of his wounds were formed, he felt himself fully cured.694 
 
This romantic narration, however, was not well known in thirteenth-century England 
until Camden published it in his Britannia in 1586.695  Thomas de Wyta, in his song of 
praise for the young king, attributes Edward’s cure to a Christological miracle, providing 
a rather drawn out and suspenseful account of the event: 
The Soldan was enraged, and thought to slay the noble leader, whom he 
caused to be stabbed by a detestable butcher. The assassin brought 
pretended messages from the Old Man in the Mountain, which were but 
false pretenses; he enters the chamber and shuts the door; with a knife he 
adds wound upon wound; but Edward, on the other hand, resisted 
strenuously; with his strength he laid prostrate the murderer, whom he 
slew with a merited death by his own weapon. And because Christ knew 
that his servant was worthy, he healed his wounds with sacred 
medicine.696 
 
This passage concludes the song, signaling this as a major and formative episode from 
the king’s early life.  Edward’s crusade clearly was played a defining role in the 
construction of his royal identity, despite its lackluster results.  Edward did what his 
father had failed to do; quite simply, he fulfilled his vow to aid the Holy Land and was 
rewarded by Christ for his efforts.  Edward carried the weapon back to England, where it 
was kept by the monks of Westminster and displayed in the royal treasury as a sacred 
relic of his crusade.697      
 Edward and Eleanor of Castile were devoted to the Holy Land and the goal of the 
crusades, primarily to rid Christendom of Muslim presence.  Edward had role models in                                                         
694 Bartolomeo Fiadoni, Historia Ecclesiastica, XXIII.vi, edited by L.A. Muratori, in Rerum Italicarum 
Scriptores xi (1727), col. 1168.  See also Parson, Eleanor of Castile, pp. 29-30 
695 See Parsons, Eleanor of Castile, p. 30.  Before Camden, the story was only found in the work of 
Ptolemy of Lucca, who was writing a century after Edward and Eleanor’s crusade.  See Prestwich, Edward 
I, p. 78; Ptolemy of Lucca, in Muratori, Rerum Italicarum Scriptores, xi (Milan, 1727), p. 1168.  
696 Political Songs, p. 132. 
697 London, PRO E101/333/15: “un cultell dount le roi Edward estoit naufray en le terre seinte en Acres.”  
See also Reeve, “Painted Chamber,” pp. 194-5; Hamilton, p. 100; Prestwich, Edward I, pp. 78-79; C.E. 
Nowell, “Old Man of the Mountain,” Speculum 22 (1947), pp. 514-515.  
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Louis IX, crusader king par excellence, and Richard I, his only dynastic claim to crusader 
fame, and Eleanor of Castile was a member of one of the great crusading families of 
medieval Spain.  They both sought to actively participate in the crusade movement, 
despite pressures and responsibilities at home.  Consequently, the crusades had a specific 
resonance in the chivalric ethos and visual culture of the court, both before and after their 
journey to Palestine in 1270, and crusading had a strong impact royal ideology, patronage 
and self-conception expressed in art forms ranging from illuminated Apocalypse 
manuscripts and funerary crosses to Old Testament mural painting. 
 
5.1 Royal Crusading and the Illuminated Apocalypse 
 Prior to their departure on crusade in 1270, Edward and Eleanor were patrons of 
illuminated copies of the Apocalypse, a pictorial genre that had gained popularity in the 
first quarter of the thirteenth century in England.698  Their apocalyptic interests should 
probably be understood in the context of their shared desire to participate in the crusade 
movement, to fight against the enemies of Christendom, serving as a visual primer for 
their impending campaign. Apocalyptic fears and prophesies were a major theme in 
crusade rhetoric and propaganda.699  From the launch of the First Crusade, the expulsion 
of the pagans from the Holy Land was associated with the imminent arrival and defeat of 
Antichrist, and the crusaders were viewed as agents who would help usher in the Last 
Days.700  In Quia maior (1213), Pope Innocent III identified Muhammad with the beast of 
                                                        
698 On thirteenth-century Apocalypse manuscripts in England, Lewis, Reading Images; idem., Exegesis and 
Illustration in Thirteenth-Century English Apocalypses,” in The Apocalypse in the Middle Ages, edited by 
R.K. Emmerson and B. McGinn (Ithaca, 1992), pp. 259-75. 
699 See above chapter 3. 
700 A.J. Andrea, “Innocent III, the Fourth Crusade, and the Coming Apocalypse,” in The Medieval Crusade, 
edited by S.J. Ridyard (Woodbridge, 2004), p. 97. Cf. Guibert of Nogent’s version of Pope Urban II’s 
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the Apocalypse in hopes of inspiring men to join the Fifth Crusade: “A certain son of 
perdition, Muhammad the pseudo-prophet arose.  Through worldly enticements and 
carnal delights he seduced many people away from the truth.”701  Innocent made sense of 
Islam for his thirteenth-century audience by connecting it with the apocalyptic forces of 
evil described in the Bible.702  Especially in the thirteenth century as Christian power in 
the Holy Land became increasingly tenuous and crusading campaigns more desperate, the 
conflict between Christendom and Islam became one motive for the production of 
apocalyptic texts.  The prophesized end of Islamic rule in the East and the promise of the 
Heavenly Jerusalem offered the faithful solace and hope.703 
Nigel Morgan and Suzanne Lewis both have linked two of the most celebrated 
thirteenth-century illuminated Apocalypse manuscripts produced in gothic England to 
Edward and Eleanor’s crusade interests and/or patronage: the Trinity Apocalypse (Trinity 
College, Cambridge, Ms. R.16.2) and the Douce Apocalypse (Bodleian Library, Oxford, 
Ms. Douce 180).  Morgan suggests the Trinity Apocalypse was probably made between 
1255 and 1257, after Eleanor’s arrival in England, and observes that it is unique among 
English illuminated Apocalypses.  It follows the format and iconography of Spanish 
Beatus Apocalypses produced in the period c. 1175-1225 in the Burgos region.704                                                          
speech at Clermont, R. Levine, trans., The Deeds of God through the Franks: A Translation of Guibert de 
Nogent’s “Gesta Dei per Francos” (Woodbridge, 1997), pp. 42-44. 
701 Quoted in J.V. Tolan, Saracens: Islam in the Medieval European Imagination (New York, 2002), p. 
194. See also Cole, The Preaching of the Crusades, pp. 104-9. 
702 Tolan, Saracens, p. 194.  See also, M. Uebel, “Unthinking the Monster: Twelfth-Century Responses to 
Saracen Alterity,” in Monster Theory: Reading Culture, edited by J. Jerome Cohen (Minneapolis, 1996), 
pp. 268. 
703 B. McGinn, Visions of the End: Apocalyptic Traditions in the Middle Ages (Columbia, 1979), p. 149; 
Lewis, Reading Images, p. 221. 
704 Morgan, “The Trinity Apocalypse: Style, Dating and Place of Production,” in The Trinity Apocalypse, 
edited by D. McKitterick (Toronto, 2005), pp. 28-29; P.H. Brieger, The Trinity College Apocalypse: An 
Introduction and Description (London, 1967), pp. 11, 14-15.  Scholars generally suggest that the Bibles 
moralisées influenced the production of the first illuminated Apocalypses in England. The Bibles 
moralisées manuscripts feature the most extensive cycles of Apocalypse images from the Middle Ages (in 
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Morgan speculates that Edward and Eleanor acquired a Spanish Beatus around the time 
of their marriage in Castile in 1254, a manuscript that influenced the design of the Trinity 
Apocalypse, making Trinity unique among English Apocalypses.  Indeed, as Morgan 
observes, the monastery of Las Huelgas, where Edward and Eleanor were married, 
owned a large-format and densely illuminated Beatus manuscript (New York, Pierpont 
Morgan Library, M429) similar to the Trinity Apocalypse.  
It is easy to locate Edward and Eleanor in the Douce Apocalypse.  The opening 
folio of the Anglo-Norman text of Douce (f. 1r) has a historiated initial with a knight in 
full armor and lady in courtly dress adoring the Holy Trinity (Fig. 97).705  Both figures 
bear blazoned shields: the man’s shield depicts gules three lions passant gardant or 
(England) and the woman’s shield holds quarterly 1 and 4 gules a triple-towered castle 
or, 2 and 3 argent lion rampant or (Castile).706  There is no doubt that these figures 
represent the lord Edward and Eleanor of Castile.  Moreover, the image certainly dates 
before Edward became king, as he is bearing the arms he had before he inherited the 
throne in 1272 and he is not wearing a crown.  He is decked in knightly attire of full mail 
armor, including protective gloves and helmet.  He is ready for military combat, perhaps 
for his impending campaign to the East.  Eleanor is dressed in court attire, a patterned                                                         
any media). They were produced in France, mostly Paris, and were associated with Blanche of Castile and 
Louis IX.  Two of the most elaborate multi-volume manuscripts had left France by the 1250s, probably as 
royal gifts.  Louis IX gave one to his cousin, Alfonso X of Castile (Toledo, Tesoro del Catedral, “Biblia de 
San Luis”) and the other may have come to England as a gift from Louis’ wife Margaret to her sister, 
Eleanor of Provence, the wife of Henry III (Oxford, Bodleian Library Ms. Bodley 270b, Paris, Bibliothèque 
nationale de France Ms. lat. 11560, London, British Library Mss. Harley 1526-1527). See J. Lowden, “The 
Apocalypse in the Early-Thirteenth-Century Bibles moralisées: A Re-Assessment,” in Prophecy, 
Apocalypse and the Day of Doom, edited by N. Morgan, Proceedings of the 2000 Harlaxton Symposium 
(Donington, 2004), pp. 195-217; Y. Christe, “L’Apocalypse dans les Bibles moralisées de la première 
moitié du XIIIe siècle,” Bulletin archéologique du comité des travaux historiques et scientifiques, n.s. 25 
(1997), pp. 7-46. 
705 The Douce Apocalypse is in two parts. Part I (ff. 1-12) is an Apocalypse in Anglo-Norman. The 
historiated initial of prince Edward and Eleanor is the only illumination for this part.  Part II is a fully 
illustrated Apocalypse in Latin. Part II is unfinished. See Morgan, Douce Apocalypse, p. 33. 
706 Morgan, Douce Apocalypse, p. 7. 
  254 
dress, over-tunic and circlet.  Both prominently display their shields look towards the 
figure of the crucified Christ held by God in the Throne of Mercy formation.  Christ 
displays his wounds, and the Godhead offers a gesture of blessing to the royal couple.707   
The Douce Apocalypse has been given a production date of c. 1265-1270, based 
on the “courtly” style of its illuminations and its patronage context.708  The style of the 
images, Morgan suggests, corresponds to art produced in England between c. 1255-70, 
when English painters and sculptors were emulating the new court style of Paris.  On the 
evidence of the elegant tilting heads, slightly contorted poses and gesticulating fingers of 
the Douce figures, the manuscript probably dates to the later half of this date range.  If 
Edward and Eleanor commissioned the manuscript before they went on crusade in 1270, 
then its unfinished state could indicate that the artists ceased work after the couple’s 
departure for the Holy Land, because they were no longer receiving payment.709  This 
then raises the question of why the manuscript was not completed upon their return from 
the Holy Land.710  In sum, both manuscripts were made for the royal couple before they 
went on crusade; indeed, the Douce Apocalypse was made in the immediate years leading 
up to their departure for the Holy Land.  
Eleanor of Castile’s general interest in apocalyptic material and illuminated 
manuscripts indicates that she played a role in the production of the Trinity Apocalypse,                                                         
707 Although the Throne of Mercy iconography was customary in the thirteenth century, it is interesting to 
note that it appears in another manuscript possibly connected to the royal family – the “Bird” Psalter 
(Cambridge, Fitzwilliam Museum Ms. 2-1954), which was made in the 1280s for the intended marriage of 
Edward and Eleanor’s son Alfonso (d. 1284) to Margaret of Holland. The Throne of Mercy appears alone 
in an initial D, and a couple in courtly attire (the book’s owners) kneels in adoration on the bas-de-pas, 
gesturing up towards the Trinity configuration and a prominent heraldic shield emblazoned with the arms 
of Holland. 
708 For this and the following see, N. Morgan, The Douce Apocalypse: Picturing the End of the World in the 
Middle Ages (Oxford, 2006), p. 24. 
709 Morgan, Douce Apocalypse, p. 7. 
710 Allison Stones raises this question in her review of Morgan’s book in Textual Cultures 3:1 (2008), pp. 
79-81. She suggests that perhaps Eleanor commissioned the book for her husband, and that her death in 
1290 could explain its unfinished state.   
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but there is no coat of arms or dedication identifying her as patron/owner.  Lewis is fairly 
confident in her assertion that the Trinity Apocalypse was made for Eleanor of Castile, 
but Morgan warns against such a simplistic attribution.711  Morgan, nevertheless, seems 
relatively content with his suggestion that Eleanor of Castile brought with her from Spain 
an illuminated Beatus manuscript, now lost, which directly inspired the production of the 
Trinity Apocalypse.712  Eleanor’s donor portrait in the Douce Apocalypse is clear 
evidence that the queen was patron/viewer of at least one illuminated copy of the 
Apocalypse and probably played a role in the Trinity Apocalypse’s creation and 
appearance; the Trinity Apocalypse should be understood as an example of her influence 
at court.  As queen, Eleanor was certainly a major patron of illuminated manuscripts at 
the English court in the late thirteenth century; she maintained the only personal 
scriptorium documented at a northern European court during this period, which was 
staffed by a pictor, Godfrey, and a scriptor, Roger.713  Eleanor’s wardrobe records show 
that Godfrey and Roger frequently purchased materials (vellum, ink, quills, pigments, 
gold leaf, glue, mucilage and binding boards) “for the queen’s books” and that they even 
traveled with the queen, steadily copying and illuminating books.714  Eleanor apparently 
could neither own nor obtain illuminated manuscripts quickly enough.  Even though the 
Trinity Apocalypse dates well before Eleanor’s scriptorium is documented in the royal 
wardrobe accounts, it seems to have a courtly origin.  The apocalyptic text of the Trinity                                                         
711 Attempting to more firmly connect the Trinity Apocalypse to Eleanor of Castile, Lewis proposes a late 
date of c. 1265-70, roughly contemporary with the Douce Apocalypse, citing her as yet unpublished study 
Picturing Visions.  See Lewis, Reading Images, pp. 223, 375 n. 137.  This late date clearly does not work, 
as Morgan forcefully asserts on stylistic grounds.  I am following Morgan’s dating for the manuscript. See 
Morgan, “Historical Context, Patronage and Readership,” pp. 16, 22 n.83. 
712 Ibid., p. 5. 
713 Parsons, “Of Queens, Courts and Books,” pp. 177-78; Parson, Court and Household, pp. 13-14. 
714 As Parsons makes clear, Godfrey and Roger were solely concerned with the production of manuscripts; 
they did not produce other written materials for the queen, such as letters. Parsons, “Of Queens, Courts and 
Books,” p. 178. 
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manuscript is a translation in Anglo-Norman French, the popular language of the court.  
There is pictorial evidence to suggest female ownership or readership of the manuscript, 
and the scale and quality of the book suggest a wealthy aristocratic, if not royal, patron. 
Several exceptional illuminations in the Trinity Apocalypse depict laywomen, one 
being particularly prominent wearing a contemporary headdress or circlet (fol. 14v; Fig. 
98).  In the upper register of the two-register illumination, John beholds the seven-headed 
beast from the sea, as the seven-headed dragon hands the beast the scepter of power (Rev. 
13:4).  Behind the beast, a group of figures looks on, some kneeling in adoration with 
hands clasped.  One figure turns away from the beast with a grimace and holds out a 
scroll with words in Anglo-Norman: Ki est semblable a la beste, e ki purra cumbatre od 
lu? (Who is like the beast, and who will be able to fight against it?).715  This scroll text 
quotes the text proper (Rev. 13:4) and seems to be illustrated in the lower half of the 
illumination.  The question directed at the manuscript’s readers compels them to provide 
an answer and join in the epic battle that is about to commence.  The lower register, 
which functions as a response to the question, depicts a group of seven figures (described 
as “saints” in the text) fighting the beast (Rev. 13:6).  Located in the central foreground 
of the miniature, a lay female figure is engaged in combat, arm raised and sword in hand, 
preparing to slay the seven-headed beast, who is swallowing her arm.  Three tonsured 
men, a hooded tonsured man, a layman and a second woman aid her in battle, fighting the 
beast with spears, swords, daggers and an axe.  In contrast to the other Apocalypse cycles 
that feature heaped corpses of unarmed victims of the beast, the Trinity manuscript 
characterizes the figures as warriors actively battling the beast.  The only other English                                                         
715 Transcription and translation of text from N. Morgan and I. Short, “Description of Illustrations,” in The 
Trinity Apocalypse, p. 87. 
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Apocalypse that characterizes the figures in the scene as courtly is the manuscript now in 
the Morgan Library (Ms. M 524), dated c. 1255-60, though this manuscript portrays the 
warriors as chivalric knights.  In the Morgan miniature, two groups of soldiers in mail are 
armed with spears (two bannered, one broken), swords, battle-axes, pitchfork, and shields 
decorated with heraldry, including a lion guardant (Fig. 99).  In contrast to the Trinity 
image, the warriors in the Morgan Library miniature are depicted as Christian soldiers, 
thirteenth-century Christian knights.  Moreover, the groups of soldiers, with the exception 
of a single knight still trying to ward off the beast, are shown defeated, and there is not a 
female figure among the group.  For Lewis, the unprecedented, richly garbed woman at 
the center of the scene in the Trinity Apocalypse wielding a sword against the beast 
should be “read as a pictorial expression of Eleanor’s crusading resolve.”716  
There are two ways to interpret an illuminated Apocalypse as an expression of 
crusading.  Following Lewis, the images can be mined for direct references to the crusade 
movement vis-à-vis military costume and the portrayal of combat, or they can be 
understood as landscapes for the imagined performance of crusading for Jerusalem, as 
this discussion proposes.  Direct pictorial references to the Crusades among thirteenth-
century Apocalypse manuscripts were relatively infrequent.  Indeed, like the narrative 
illuminations in Trinity, the remaining illustrations in the Douce Apocalypse, beyond the 
historiated initial, do not make bald references to either crusading or the Edward and 
Eleanor’s involvement in the movement.  Lewis identified only a few examples of 
biblical figures transformed into contemporary crusader knights through costume, such as 
the Second Horseman in the Metz Apocalypse (Metz, Bibliothèque municipale Ms. Salis 
                                                        
716 Lewis, Reading Images, p. 223. 
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38, fol. 5), who wears full mail armor and a blazoned surcoat (Fig. 100).717  Lewis was 
probably over-analyzing this figure and his knightly attire, because many of the military 
figures in both the Trinity and Douce Apocalypses wear similar mail armor and carry 
emblazoned shields, banners or other trappings of chivalric culture (e.g., Trinity fols. 23r, 
23v, 24r and Douce pp. 44, 87).  There was certainly an attempt by the thirteenth-century 
artists to situate these apocalyptic battles within contemporary pictorial conventions, but 
surveying illuminated Apocalypses for direct references to the Crusades is fruitless.  
More interestingly, these lavishly illustrated manuscripts played to the crusader spirit and 
offered dynamic pictorial landscapes for imaginative crusading.  In the context of Edward 
and Eleanor’s patronage and viewership, the illuminated Apocalypse also could have 
been used as preparation for an actual crusade to the Holy Land.  
Speaking broadly of the illuminated Apocalypse genre, Lewis suggests that they 
perhaps were experienced as a spiritual crusade or pilgrimage.718  The illuminated 
Apocalypse could function in private devotion or reading as a guide (“itinerary”) for 
interior travel to the Heavenly Jerusalem, stemming from the monastic practice of 
peregrinatio in stabilite.  In this case, the goal of the spiritual journey was no longer the 
lost earthly city of Jerusalem, but the new celestial city, and the illuminated Apocalypse 
offered a spiritual crusade beyond time.719  In the context of the Trinity and Douce 
manuscripts, Lewis’s “spiritual crusade” reading is problematic, because the audience for 
the Trinity and Douce manuscripts was non-monastic and the probably audience, Edward 
and Eleanor, were preparing to set out on an actual crusade to the Holy Land, to the 
                                                        
717 Lewis, Reading Images, p. 223. 
718 For this and the following, Lewis, Reading Images, p. 33.   
719 Lewis, Reading Images, p. 224. 
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earthly Jerusalem.  They were both interested in physically participating in the crusade 
movement.   
In her reading of the Douce initial, Lewis relates the image of Edward and 
Eleanor kneeling before the Throne of Grace to contemporary Franciscan devotional 
practices.  In his Journey of the Mind to God, Bonaventure (d. 1274) wrote that “whoever 
turns his face fully to the Mercy Seat and with faith, hope and love, devotion, admiration, 
exultation, appreciation, praise and joy beholds him hanging upon the cross, such a one 
makes … the Passover with Christ.”720  This passage certainly evokes an image like the 
one of the royal couple before the Holy Trinity on the first folio of the Douce Apocalypse 
and finds support in the fact that Edward and Eleanor had close ties to the Franciscan 
order in England.  Morgan even suggests that a Franciscan may have served as clerical 
advisor for the production of the Trinity Apocalypse.721  Monastic figures, most likely 
Franciscans, appear in six of Trinity’s pictures (ff. 7v, 14r, 14v, 20v, 24v).  Rather than 
interpreting the Throne of Grace image as a reference to monastic spirituality, however, it 
may be more appropriate to understand the image of Edward and Eleanor before God and 
the crucified Christ in relation to crusade preaching and propaganda, which the 
mendicant friars, in particular the Franciscans and Dominicans, were in charge of 
organizing and disseminating through sermons in the thirteenth century.722   
Images of the Passion and Christ’s act of redemption were often used in model 
crusade sermons of the thirteenth century when describing God’s relationship with the 
crusaders.  In fact, these preaching documents suggest a general interest in establishing a                                                         
720 Saint Bonaventure, The Journey of the Mind to God, translated by P. Boehner and edited by S.F. Brown 
(Indianapolis, 1993); Lewis, Reading Images, p. 34. 
721 Morgan, “Historical Context, Patronage and Readership,” p. 15. 
722 See Maier, Crusade Propaganda, pp. 7-8; D.L. D’Avray, The Preaching Friars. Sermons Diffused from 
Paris before 1300 (Oxford, 1985). 
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tripartite relationship between the living God, Christ and the crusaders. As James of Vitry 
wrote in his first model sermon for preaching the cross: 
It is clear that Christ has the sign of the living God, so that he may sign his 
soldiers; he also wanted to be signed with the cross first, so that he could 
precede all others with the banner of the cross. God Father signed him, to 
whose flesh the cross, that is fixed with a soft thread to your coats, was 
fixed with iron nails.723 
 
Indeed, in the model sermons for preaching the cross, the image of the crucified Christ is 
recalled again and again.  The sermons equally conjure images of Christ displaying the 
stigmata: “May you have the cross of Christ in your heart and carry his stigmata on your 
body so that…you may have his skin on the outside.”724  Such exhortations were meant to 
establish participation in the crusades as imitatio Christi – an increasingly dominant 
theme in crusade propaganda and one of the principles on which the Franciscan order was 
founded.725  As Christ said in the Gospels, “If any man will come after me, let him deny 
himself, and take up his cross, and follow me” (Matthew 16:24; Mark 8:34). 
In the Douce initial ‘S,’ Christ’s wounds are prominently depicted, effusing fresh 
blood (see Fig. 97).  The image celebrates the eucharistic act embodied in the bleeding 
figure, the celebration of the mass, and the participation of the royal couple in the church 
ritual.726  Could the image further represent a mass and prayer for the success of their 
impending crusade to the East?  Both Edward and Eleanor would have understood 
liturgies and the celebration of the mass as important forms of support for the Crusades.  
For his crusade against the Spanish Muslims in 1212, for example, Alfonso of Castile                                                         
723 James of Vitry, Sermon 1, in Crusade Propaganda and Ideology, p. 87. 
724 Gilbert of Tournai, Sermon 1, in Crusade Propaganda and Ideology, p. 185. 
725 Maier, Crusade Propaganda, p. 61; J.R.H. Moorman, A History of the Franciscan Order from Its 
Origins to the Year 1517 (Oxford, 1968), pp. 3-9, 256-72. 
726 See M. Rubin, “What did the Eucharist mean to Thirteenth-Century Villagers?” in Thirteenth Century 
England IV: Proceedings of the Newcastle upon Tyne Conference, edited by P.R. Coss and S. Lloyd 
(Woodbridge, 1992), pp. 47-55; also Rubin, Corpus Christi. 
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organized a major liturgical event in Rome on the Wednesday after Pentecost, which 
culminated in a sermon preached by Pope Innocent III and followed by masses and 
prayers for the success of the crusade.727  In addition to the common crusade liturgy, 
Louis IX’s first crusade inspired special prayers and weekly processions for the king at 
home in France and, when the campaign was in crisis after the crusaders’ defeat at 
Mansurah in 1250, liturgical support was increased further in the form of three more 
weekly masses of the Holy Spirit, of the Virgin Mary and of the Holy Cross.728  While it 
is impossible to situate the Douce initial within a specific historical moment, Prince 
Edward’s appearance in the image wearing full armor does suggest its relationship to a 
future military campaign.  This contextualizes the royal couple’s prayers, as prayers for a 
success in the military realm, indentifying the future king as a soldier, a knight, prepared 
for combat.  
In the second register, beneath the image of Edward and Eleanor in prayer, St. 
John is depicted writing his text and the apostle Paul is shown preaching to a group of 
figures.  St. John’s author portrait on the opening folio of the manuscripts is expected, but 
the depiction of St. Paul requires some explanation.  St. Paul was known for his 
preaching missions in the eastern Mediterranean, where he endeavored to unite pagans, 
Jews and Christians (Gentiles) in one Universal Church (described in Ephesians 2.11-
22).729  The opening text to the Douce Apocalypse prologue reads, “Saint Paul the 
Apostle said and all [who] will live godly in Christ Jesus shall suffer persecution” (II 
Timothy 3.12).  Paul’s preaching message, paradoxically in the context of Edward’s 
                                                        
727 Maier, “Crisis, Liturgy and the Crusade,” p. 633. 
728 Maier, “Crisis, Liturgy and the Crusade,” p. 636. 
729 Cf. P. Low, “Who Once Were Far Off: Enlivening Scripture in the Main Portal at Vézelay” Art Bulletin 
85:3 (2003), pp. 469-489. 
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impending crusade campaign perhaps, was one of peaceful conversion, but it still speaks 
to the crusade ideal of a united Christendom and the process of asserting Christian 
dominance in the East.  
The Douce initial can be related further to the crusade movement when it is 
considered within its larger manuscript context, as a dedicatory picture in an illuminated 
Apocalypse.  In the thirteenth century, there was certainly a close connection between the 
liturgical support of the crusade movement and the Apocalypse.  The crusade preachers 
frequently evoked the Book of Revelation and apocalyptic or judgment themes in their 
model sermons.  In his first model sermon, for example, James of Vitry begins with a 
theme taken from the Apocalypse [Thema sumptum ex Apoc. 7:2-3], which describes an 
angel rising from the sun carrying the sign of the living God confronting the four angels 
who were sent to devastate land and sea.730  Indeed, the idea of contemporary crusaders 
carrying the sign of the living God in the battle against Islam drawn from Apocalypse 
7:2-3 is a common trope in crusade rhetoric.731  Speaking further to the power and 
symbolic content of the crusader’s cross, Gilbert of Tournai, in his first model sermon, 
declares:  
This then is the sign of the king of Jerusalem, literally a red cross on white 
cloth, the passion of Christ in a pure heart, so to speak, not the dragon of 
cupidity or the eagle of ambition, which are the signs of the Romans, 
indeed of the antichrist and the beast in the Apocalypse, with which the 
soldiers of the devil are signed.732 
 
Here, Gilbert quite literally aligns the signed crusaders against antichrist and the beast of 
the Apocalypse; he makes the connection between contemporary crusades and 
apocalyptic prophecy concrete.  The popular image of the Heavenly Jerusalem described                                                         
730 James of Vitry, Sermon 1, in Crusade Propaganda, pp. 82-83. 
731 See Maier, “Index of Biblical Citations,” in Crusade Propaganda, p. 277 for full list. 
732 Gilbert of Tournai, Sermon 1, in Crusade Propaganda, pp. 183-185. 
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in Revelation 21 – the ultimate goal of all crusaders – is also used as rhetorical device in 
the model sermons (Fig. 101).  Eudes of Châteauroux, for instance, recalls for his 
audience that the “city is laid out in a square, its length is as large as its breadth.” 733  He 
states that the four sides of the city correspond to four crusader ideals: faith, hope, charity 
and good works.  It is clear that the Apocalypse text was an important (and rather 
obvious) point of reference for crusaders and crusade supporters or promoters in the 
thirteenth century.  Therefore, it is difficult to conceive that illuminated Apocalypse 
manuscripts, such as Trinity and Douce, produced at the height of crusade preaching in 
the middle of the thirteenth century did not have some association with crusade 
propaganda, even if only at the reception stage when the reader-viewer virtually crusaded 
for Jerusalem within the illuminated pages.  The messages and visions contained in the 
crusade sermons must have resonated in the minds and imaginations of the reader-viewer 
as they turned the illuminated pages of the Apocalypse manuscript.  
 As Edward and Eleanor prepared to go on crusade to the Holy Land in the 1260s, 
illuminated Apocalypses like these would have provided inspiration, a sense of purpose, 
and guidance.  In sum, the double “donor portrait” in the Douce Apocalypse presents the 
would-be-king and queen as humble servants, seeking a blessing from God before an 
image of Christ’s Passion.  Prince Edward’s knightly attire in the image suggests his 
status not as heir to the throne of England but as a military leader, a chivalric and eager 
crusader, primed to engage in matters of war, and the apocalyptic text itself is a fitting 
metaphor for holy warfare in the East.   
Journeying through the illuminations of the Douce Apocalypse, Edward and 
Eleanor were confronted by dynamic scenes of combat, prophecy and fulfillment, and the                                                         
733 For quotation and the following, Eudes of Châteauroux, Sermon 1, in Crusade Propaganda, p. 135. 
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destruction caused by “others” (beasts, dragons, locusts) in the promise land.  Notably, 
some of these caustic characters described in the text take on physical features 
increasingly associated with Muslims and Jews in medieval iconography.  The Locusts in 
the Douce Apocalypse, for example, have dark skin and large hooked noses, blurring the 
lines between apocalyptic prophecy and crusade ideologies (Fig. 102).734  In the Trinity 
manuscript, the apocalyptic horsemen shown destroying the people on fol. 10r also 
exhibit facial deformities, hooked noses and dark or colored skin, signifying they were 
not only demons but also “others” (Fig. 103).  These apocalyptic battles were conflated 
with contemporary battles against non-Christians, battles that Eleanor of Castile’s family 
fought on the frontiers of Islamic Spain and that Edward and Eleanor would fight 
together in the Holy Land on their future crusade.  Of course, in reality, Eleanor herself 
could not bear arms against the infidel on the battlefields around Jerusalem.  Her 
participation in physical combat was consigned to the imaginary or virtual realm.  Thus, 
Eleanor and her “crusading resolve” would have demanded an imaginative stage on 
which to participate in all aspects of the crusade movement.  The miniatures of the 
Trinity Apocalypse, with their unique depictions of sword-wielding aristocratic women 
slaying beasts, could have provided her with the perfect point of reference for crusading – 
model female warriors for a potential crusader queen. 
 
5.2 The Burial Program of Eleanor of Castile: A Royal Crusader’s Burial? 
Eleanor of Castile died on 28 November 1290 at Harby, near Lincolnshire, after a 
lingering illness.  Queen Eleanor’s lavish burial program and commemoration were 
unprecedented for an English queen.  Her body was eviscerated, embalmed, stuffed with                                                         
734 See Strickland, Saracens, Demons & Jews, pp. 77, 83-85, 211-239.  
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barley and wrapped in linen in preparation for its processional journey from Lincoln to 
Westminster Abbey, where it would be laid to rest.735  As Parsons notes, Eleanor’s final 
journey was a state progress of unprecedented splendor followed by a majestic funeral, 
reflecting her status as queen and mother of the king’s heir.736  This was also the first 
Plantagenet burial in England that forcefully exalted the monarchy and confirmed 
Westminster Abbey’s emergence as a royal pantheon.  Although Eleanor died over 20 
years after she went on crusade to the Holy Land, her burial program seems to markedly 
reference those of great crusaders, in particular royal crusaders well known by the 
English royal family.  Moreover, her commemorative monuments topographically link 
England to the Holy Land and foster a pilgrimage from Lincoln to London.  Eleanor’s 
death and commemoration left a permanent mark on the English landscape that not only 
structured devotion to the queen but also associated her with celebrated crusaders and 
sacred places.  
Queen Eleanor received a tripartite burial.  Her entrails were entombed at Lincoln 
Cathedral prior to the departure of the funeral cortege to London, and her heart was 
entombed at the London Dominican house at Blackfriars.  The burial of Eleanor’s heart at 
Blackfriars was probably linked to the king and queen’s long support of the Dominican 
house and the fact that the heart of their son, Alfonso, had been entombed there in 
1284.737  Indeed, an entry in Eleanor’s household accounts in 1290 for the construction of 
a new chapel indicates she always intended her heart to be entombed at Blackfriars with 
                                                        
735 See J. Hunter, “On the Death of Eleanor of Castile, Consort of King Edward the First, and the Honours 
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her son’s.738  The separate burials of physical remains mark an important development in 
both English and French funerary practices and royal cults.739  In the thirteenth century 
when prayers for the dead were increasingly focused on physical remains, distinct tombs 
for hearts, entrails and bodies allowed for a wider scope of devotion and prayer, no doubt 
influencing the separate burial of Eleanor’s heart, viscera and body in different parts of 
England.740  
English and French royal and aristocratic precedents also must have motivated 
Queen Eleanor’s complex burial program.  In 1199, after dying from a battle wound at 
Chalus-Chabrol, King Richard I’s body was divided up for a tripartite burial: his brain 
and entrails were buried at the abbey of Charroux (on the Poitou-Limousin border); his 
heart was entombed at Rouen Cathedral next to his elder brother and grandfather; and his 
body, along with the coronation crown and regalia he wore at Winchester, were buried at 
Fontevrault, at his father’s feet.741  In 1272, the heart of King Henry III’s brother, Richard 
of Cornwall, was buried with the Franciscans in Oxford and his body was laid to rest at 
Hailes Abbey.  The previous year, Richard of Cornwall had the heart of his son Henry of 
Almain, who died on crusade, buried near the shrine of Edward the Confessor at 
Westminster and his bones buried in the abbey of Hailes.742  Henry’s own heart was 
buried at Fontevrault and his body at Westminster in 1274.  In the late thirteenth century, 
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the special burial of royal entrails acquired further ritual significance when King Louis 
IX’s viscera were given a grandiose Sicilian burial by his brother Charles of Anjou in the 
cathedral in Monreale, near Palermo.743  Louis’ remains were carried in a processional 
cortège from Tunis, where he died, to Sicily and then to Calabria by sea, through Italy, 
across the Alps, and onward to France, where his body ceremoniously entered Paris.744  
In the following years, several other members of the Capetian line received similar 
tripartite burials, including Charles of Anjou and Peter of Alençon.  The king of Spain 
and Eleanor’s half-brother, Alfonso X el Sabio (d. 1284), also requested the honorific 
division of his body, entrails and heart for separate burial, even though this practice fell 
outside traditional Spanish burial customs.745  According to his last will, Alfonso’s heart 
was to be sent to the Holy Land for burial on Calvary.746  Shortly after Edward I’s death, 
according to Nicholas Trivet, the king willed that his heart be buried in the Holy Land 
and that 100 knights perform posthumous service for one year in the East.747  King 
Edward I would have been familiar with these royal burials when making the 
arrangements for the burial of Eleanor’s body and, as Parsons suggests, it was probably 
his design to give her a tripartite burial rather than a two-part burial of heart and body at 
Blackfriars and Westminster respectively.748  Notably, the tripartite burial of her body 
was a new innovation in the medieval commemoration of queen consorts and was 
unusual in England in general.  It is conceivable that King Edward was directly 
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referencing the burials of Richard I, Alfonso X and especially Louis IX in the burial and 
commemoration of Eleanor’s body.  It should not be taken as coincidence that all three 
royal figures were famous and zealous participants in the crusade movement, exemplary 
royal crusaders, after whom Edward I and Eleanor of Castile had long fashioned 
themselves.     
Eleanor’s Westminster body tomb is the only of her tomb monuments to survive; 
it is known for its large cast-metal effigy of the queen (Fig. 104).  In 1291, Edward 
commissioned London goldsmith William Torel to cast three life-size gilt bronze effigies: 
one of Henry III for the top of his tomb, and two identical effigies of Eleanor for her 
Westminster and Lincoln tombs. Torel’s three life-size figures were the largest known 
cast bronze effigies to date, taking him almost two years to complete.749  The funerary 
monuments required for Eleanor’s commemoration probably prompted the commission 
for Henry’s gilt-bronze effigy at Westminster, as there is a disconnection between the 
effigy and the base of Henry’s existing tomb.  Before Henry’s death in 1272, the Cosmati 
craftsmen, who created Edward the Confessor’s shrine, probably worked on his elaborate 
tomb-base, but the base is too tall to view the effigy properly.750  Beyond a general desire 
to lavishly commemorate his father and wife, King Edward’s specific reasons for 
commissioning the matching effigies for Westminster Abbey is unknown.  Perhaps 
Edward was, on a reduced scale, emulating the program of sixteen royal effigies that 
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Louis IX had commissioned for Saint-Denis in 1263, which transformed the royal abbey 
into a dynastic mausoleum.751  
Eleanor’s gilt-bronze effigy includes a pair of cushions under her head and two 
lions at her feet.  The immortalized queen grasps her cloak with her left hand, and she 
probably held a royal scepter in her now broken right hand. Her eyes are open and gazing 
upwards.  The effigy is an idealized representation of the queen, not a portrait, which sits 
upon a Purbeck marble chest containing the queen’s body.  The sides of the chest are 
divided into six bays of trefoiled arches under crocketed gables with quatrefoils in the 
heads and diagonal pinnacles.752  Under each arch is a shield of arms connected to lands 
of Eleanor’s heritage: England, Leon, Castile and Ponthieu.  The use of heraldry on the 
tomb was a visual reminder of Eleanor’s past and present, because it includes both her 
parental homelands and the lands of her inheritance.  The floor beneath the tomb was 
apparently set with tiles depicting the queen between St. Edmund and St. Thomas 
Becket.753  This image would have certainly reinforced Eleanor’s English identity, 
suggesting her personal devotion to two of the most popular English saints of the 
thirteenth century. Moreover, Eleanor’s Westminster tomb was situated beside the tomb-
shrine of Edward the Confessor.  King Henry III had zealously promoted Edward as the 
patron saint of the Plantagenet dynasty, and he familiarized the Spanish princess with the 
                                                        
751 See G.S. Wright, “A Royal Tomb Program in the Reign of Saint Louis,” Art Bulletin 56 (1974), pp. 224-
43; A. Erlande-Brandenburg, Le Roi est mort: Etude sur les funérailles, les sepultures et les tombeaux des 
rois de France jusqu’ à la fin du xiiie siècle (Geneva, 1975), pp. 81-3, 128-9; idem., L’eglise abbatiale de 
Saint-Denis: les tombeaux royaux (Paris, 1979). 
752 Lindley, p. 72. 
753 Parsons, Eleanor of Castile, p. 207. 
  270 
cult at Westminster shortly after her arrival into London.  It was recorded that Henry III 
provided Eleanor a rich clasp for her to leave as an oblation at the shrine in 1255.754  
On the sub-base of the Purbeck chest, the king’s painter, Walter of Durham, 
painted a narrative scene, which is now in poor condition and difficult to read.755  The 
painting seems to depict a knight praying to the enthroned Virgin on behalf of Queen 
Eleanor’s soul (Fig. 105).  On the right, a knightly figure in full armor kneels in prayer 
before the Virgin and Child Enthroned, whose lively gestures respond to the praying 
figure.  The middle of the composition features a large, empty sepulchral monument or 
tomb slab, and the left side contains four mourners dressed in simple garments.  The 
inclusion of the empty tomb slab and mourning figures was perhaps meant to locate the 
scene in the Holy Land, evoking images of the Holy Women at the Tomb and Christ’s 
resurrection.  The knightly figure on Eleanor’s tomb base is not crowned and thus 
probably does not represent King Edward I.  It has been suggested that the kneeling 
figure is a crusader, namely Edward I’s Savoyard counselor, Sir Otho de Grandson.756  
Otho de Grandson accompanied the king and queen on crusade to the Holy Land in 1270, 
and he remained a trusted confidant and secretary to the royal family throughout his 
life.757  At the time of Eleanor’s death in 1290, notably, Grandson was still in the Holy 
Land.  He was reportedly the last to leave after the fall of Acre in 1291 and could have 
offered prayers for the queen’s soul.758  
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Otho de Grandson was celebrated in certain accounts of Edward and Eleanor’s 
crusade.  A different version of the legend of Edward’s near assassination in Acre has 
Otho saving Edward’s life on 17 June 1272, during the attempt on the king’s life by an 
assassin, while the king and queen were in Acre.  The version of the legend by Fiadoni, 
which has already been discussed in this chapter, records that Eleanor saved her 
husband’s life, after a Saracen slashed his arm with a poisoned dagger.  In a different 
version, Flemish historian John of Ypres identified Sir Otho de Grandson as Edward’s 
savior in 1272: 
My informants told me further that this fateful lord of Grandson was 
beyond sea in the company of the son of the King of England; and that 
when he heard how the prince had been poisoned, he alone, trusting, as I 
suppose, in the fate that had been foretold for him, dared to suck the 
venom from the wound; and thus through his aid Edward was healed.759  
  
If Grandson indeed saved Edward’s life perhaps it was intended that he also could save 
Eleanor’s soul.  The exact identification of the crusader/knight depicted in the mural, 
however, is highly speculative; there is no extant document or historical commentary that 
links Grandson with Queen Eleanor’s commemoration.  In general, the tomb image was 
certainly meant to inspire the viewer to kneel down and pray to the Virgin for the queen 
at her tomb.  The depiction of the kneeling knight in prayer before the stone sepulcher 
had the potential to expand the geographical scope of prayers for the queen’s soul, by 
locating the crusader/knight in the Holy Land thereby elevating the power of his 
intercessory prayers.  Interestingly, Grandson also has been associated with Edward I’s 
funerary program.  In 1307, he may have left England to see to the burial and 
commemoration of Edward’s heart in the Holy Land, as requested in the king’s last 
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will.760  Edward obviously felt an affinity for the Holy Land and seems to have believed 
in an increased potency for prayers and commemorations made within its sacred 
landscape. 
Eleanor’s Westminster tomb served as the end-point of a lengthy funerary 
pilgrimage in England.  A funeral procession followed the queen’s body from Lincoln, 
where her viscera were entombed, all the way to London and Westminster (Fig. 106).  At 
each place that the procession stopped for the night Edward ordered the construction of a 
monumental stone cross, so that all who passed by would remember the queen and pray 
for her soul.  Twelve crosses in total were constructed between 1292 and 1294: at 
Lincoln, Grantham, Stamford, Geddington, Hardingstone, Stony Stratford, Woburn, 
Dunstable, St. Albans, Waltham, Cheapside, London and Charing. Only three of the 
crosses remain in situ: Waltham, Hardingstone and Geddington (Figs. 107-109).761  There 
are fragments of Cheapside cross in the Museum of London, and both the Cheapside and 
Charing crosses, destroyed in the 1640s, have been reconstructed from drawings that are 
accurate enough to determine both style and general characteristics.762  Documentary 
evidence survives for all of the crosses except for Grantham, Stamford and Geddington 
and indicates that the program cost upwards of £2000 and primarily was paid for through 
Eleanor’s estates.763  All of the known crosses feature three receding tiers, like a wedding 
cake, comprising a solid base, an open tier with niches sheltering statues of the queen, 
and an upper solid tier, which supports the cross shaft.764  Most of the bases seem to have                                                         
760 Kingsford, “Sir Otho,” p. 138, 160; Lloyd, English Society, p. 242. 
761 See Colvin, ed., The History of the King’s Works, pp. 479-85. 
762 N. Coldstream, “Commissioning and Design of the Eleanor Crosses,” in Eleanor of Castile (1290-1990), 
ed. D. Parsons (Stamford, 1991), p. 56. 
763 Coldstream, “Commissioning,” p. 56.  The accounts are published in B. Botfield, Manners and 
Household Expenses of England, edited by T. Turner (Oxford, 1841). 
764 Coldstream, “Commissioning,” p. 56. 
  273 
been polygonal in plan except for the base of Geddington Cross, which has a triangular 
plan.  On the basis of an eighteenth-century drawing by Edmund Gough and a Victorian 
reconstruction based on the extant crosses and fragments, Charing Cross has often been 
referred to as the finest of the Eleanor Crosses, (Fig. 110).  Charing Cross was the most 
expensive cross and was erected by the king’s master mason, Richard de Crundale.765  It 
featured the standard elements, including the stepped platform, the three receding tiers 
and the statues of the queen, but, as Maurice Hastings noted, the features of Charing 
Cross are “extremely arid” and “classical” in form.766  Interestingly, as one moved away 
from London and the royal court, the crosses became more inventive and the stylistic 
details more experimental; the crosses became more exotic than classical.767  This is 
perhaps surprising since one team of court masons, closely associated with major royal 
building projects (including St. Stephen’s Chapel, Westminster and Edward’s foundation 
of Vale Royal Abbey), was responsible for all of the crosses, and the surviving written 
records suggest a central organization.768  While the head designer (or designers) of the 
crosses must have had some freedom, as the form and decoration of Geddington cross 
suggest, the monuments were meant to form a coherent program, guiding the “pilgrim” 
from the north of England to the center of London. 
The Waltham Cross, which sits on a stepped platform, is decorated with an arch-
and-gable motif, with Eleanor’s coats of arms inset in the same manner as those on her 
Westminster tomb (Fig. 111).  The gables of the Waltham Cross enclose a pointed trilobe 
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motif and are decorated with foliage cresting.  They are set against a busy background of 
rosette diaper work.  On the next level, there are deep niches for the statues to sit 
bordered by tall pinnacles and decorated gables.  On the Hardingstone Cross, heraldic 
shields and the arch-and-gable motif were also central features (Fig. 112).  On the first 
tier, every alternate face of the body of the cross features an open book just below the 
shield, which would have been inscribed with an appropriate passage or prayer, now lost 
(Fig. 113).769  On the second tier are the niches for the statues of the queen, visible 
through a reversed or ogival (ogee) arch.  The third surviving cross at Geddington has 
been deemed the “oddity” of the group.  It has a triangular plan and is also taller and 
thinner then the other two surviving monuments (Fig. 114).  Although its construction is 
undocumented, there is no reason to suppose that it is not contemporary with the other 
crosses, and its characteristics may have been shared with one of the crosses we have no 
representations of between Geddington and Lincoln.770  It does bear the same heraldic 
arms as the Waltham and Hardingstone crosses, however, and it too is heavily adorned 
with rosette diaper and foliate motifs.  The Geddington cross, sadly lacking any 
documentation, was perhaps made by the same mason as Hardingstone cross, both in 
Northampton.  We know that John of Battle, undermaster at Edward’s foundation of Vale 
Royal Abbey, was responsible for the five crosses between Hardingstone and St. Albans.  
A different pair of masons, however, worked on Waltham cross – Roger Crundale and 
Dymenge de Reyns – again suggesting collaborations between the various masons 
working on the crosses.771  
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These monumental stone crosses were meant to elevate both the viewer and the 
queen into the spiritual realm.  This idea is suggested by the representation of an Eleanor 
Cross in one of the margins of the Luttrell Psalter (fol. 159v; fig. 115).  The observantly 
rendered cross, complete with stepped platform and statues of the queen set in niches, is 
being held up by a giant, who pushes it up towards the top of the folio.  In his analysis of 
the folio, Michael Camille describes a visual upward thrust on the page, with the Eleanor 
Cross leading the reader outside of the text.772  
This propels the reader-viewer off of the page and symbolically away from 
earthly matters.  The text associated with the image, which begins just to the right of the 
depiction of the cross, reads, “Quoniam quis in nubibus” (Who in the clouds can be 
compared to the Lord).773  The cross surmounting the monument indeed seems to pierce 
the clouds, the heavens. In the physical context of the monuments themselves, this 
upward thrust would have carried intercessory prayers for Eleanor’s soul from the earthly 
realm, represented by the base of the cross, to the heavenly one, embodied in the crosses’ 
upper tiers. 
The Eleanor Crosses are considered early examples of the Decorated Style, a style 
that was inspired by the French Rayonnant or “Radiating” style, but was decidedly 
English in design.774  They display a highly sophisticated and ornamental use of micro-
architectural elements, such as small pinnacles, bosses, crockets and tracery bars, the all-
over diaper work and the inclusion of ogee arches (Fig. 116).  Micro-architecture 
developed out of the translation of forms from one medium to another: metalworking and 
carpentry techniques were increasing employed during architectural construction in the                                                         
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thirteenth century.775  Design theory applied to small works, such as reliquaries, 
tabernacles and tombs, was identical to that used for large structures.  Moreover, these 
same small works that influenced architectural decoration changed from coffin, chest or 
tent-like shapes into small buildings themselves, within the purview of builders.776  
Micro-architectural elements decorate the top tier, in particular the canopy above the 
statues of the queen in the Eleanor Crosses.  This arrangement is significant.  As François 
Bucher has suggested, micro-architecture was employed as an iconographic 
representation of the celestial sphere.777  Micro-architecture’s precision of detail and 
refinement of decoration was seen as the embodiment of Heaven, marking something, 
especially a shrine or tomb monument, as precious, sacred and otherworldly.  
The diaper work and ogee arches perhaps have an “exotic” or eastern point of 
origin and symbolism.  English diaper is visually evocative of the intricate design 
patterns found on Islamic monumental metal screening and plasterwork as well as on 
portable ivory and stone carvings.  It is characterized by a dense use of all-over, carved 
surface ornament, which blankets walls and wraps around monuments in Islamic art and 
architecture.  Sections of the Eleanor Crosses such as the bottom tier of Geddington 
Cross and the spandrels of Hardingstone Cross display this type of surface ornamentation 
(Fig. 117).  The ogee arches used to frame the statue niches on Hardingstone Cross 
moreover were a standard feature of Islamic architecture, only introduced in England in 
the 1290s and considered a trait of the Decorated Style.778  As an arch form, the ogee, 
where it originated in India and spread into the Middle East and Mediterranean, was used                                                         
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as a framing device over entrances or around sculpted figures.779  The use of these 
stylistic motifs could be associated with Eleanor’s love of fine imported objects from the 
Mediterranean and Near East, including Venetian vases, cloths from Tripoli, basins from 
Damascus, Spanish earthenware jugs and Spanish textiles and hangings.780  They could 
also suggest her Castilian heritage, her Spanish homeland, by referencing the Islamic-
influenced visual culture of medieval Spain.  This is certainly supported by the repeated 
inclusion of the arms of Castile on all of her funerary monuments.  There also is evidence 
that suggests Eleanor attempted to recreate in England aspects of Islamic pleasure 
gardens, which the Spanish princes had taken over after the reconquest.781  These have 
analogies with the monastery of Las Huelgas, where Edward and Eleanor were married in 
1254 and which served as the burial church of the Castilian royal family, was heavily 
adorned with stucco and woodwork (as well as textiles) of both purely Islamic and 
mudejar production.782  Most notably, the monastery also possessed beautifully carved 
stone sepulchers for members of the Castilian royal family, whose decorative elements 
mimic Islamic stuccowork.  They also are covered with heraldic emblems, such as the 
double tomb of Alfonso VIII of Castile (d. 1214) and Eleanor Plantagenet (Figs. 118).  
Thirteenth-century Castilians certainly had a cultural appreciation for Islamic 
workmanship and visual arts; they made it a defining aspect of their own visual 
                                                        
779 Bony, English Decorated Style, p. 23. 
780 Parsons, Court, p. 11 and pp. 83-90; Tolley, “Eleanor of Castile and the ‘Spanish’ Style,” pp. 168, 178-
182. See also R. Walker, “Leonor of England and Eleanor of Castile: Anglo-Iberian Marriage and Cultural 
Exchange in the Twelfth and Thirteenth Centuries,” in England and Iberia in the Middle Ages, 12th-15th 
Century: Cultural, Literary and Political Exchanges, edited by M. Bullón-Fernández (New York, 2007), 
pp. 67-87. 
781 Tolley, p. 176; J. Dickie, “The Islamic Garden in Spain,” in The Islamic Garden, edited by E.S. 
MacDougall and R. Ettinghausen (Washington, D.C., 1976), pp. 89-105. 
782 O. Grabar, “Trade with the East and the Influence of Islamic Art on the ‘Luxury Arts’ of the West,” in 
Islamic Visual Culture, 1100-1800: Constructing the Study of Islamic Art, Vol. 2 (Aldershot, 2006), p. 46; 
M. Gómez Moreno, El Panteón Real de las Huelgas de Burgos (Madrid, 1946), pp. 45ff. 
  278 
culture.783  The Eleanor Crosses, specifically their ornamental features, not only had the 
potential to reference the queen’s Spanish heritage and crusade fervor, but also could 
have paid tribute to the location of her marriage and to the burial church of close 
members of her Castilian family. 
The Montjoies of St. Louis – a series of stone crosses erected along Louis IX’s 
funeral route from Paris to Saint-Denis –were direct predecessors of the Eleanor Crosses.  
Like the Eleanor Crosses, the Montjoies stood on stepped platforms, were surmounted by 
crosses and held three to four portrait statues of the king visible at every angle.  After his 
death in1270, the saintly king’s body was carried from the cathedral of Notre-Dame in 
the center of Paris to its final resting place at the royal abbey of Saint-Denis ten miles 
north of Paris.  Louis’ son, King Philip III, erected the great stone crosses at each spot 
where the funeral bearers stopped to rest.784  The nine Montjoies were destroyed during 
the French Revolution; the only evidence for their appearance comes from two 
anonymous eighteenth-century etchings in the Cabinet des Estampes in Paris (e.g., Fig. 
119).  While accepting the visual similarities between the Montjoies and the Eleanor 
Crosses, Robert Branner suggested that the sets of monuments had different functions.  
The locations of the Eleanor Crosses in populous places or near religious houses suggests 
they were meant to stimulate prayer on behalf of the queen; they were in fact a set of 
cenotaphs.785  The Montjoies, he stated, were meant to liken Louis to Saint Remi, the 
Apostle of the Franks who Christianized the kings of Gaul and instituted the royal 
                                                        
783 See Grabar, “Trade with the East,” p. 46; Tolley, pp. 176-184. 
784 R. Branner, “The Montjoies of Saint Louis,” in Essays in the History of Architecture Presented to 
Rudolf Wittkower, edited by D. Fraser, H. Hibbard and M.J. Lewine (London, 1967), p. 13. 
785 Branner, “Montjoies,” p. 14. 
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unction.786  Before his death, Remi had requested burial outside the walls of Reims.  His 
coffin grew heavy during procession to the burial place, and so the bearers placed it on 
the ground at decided upon locations along the route.  A cross was then erected where the 
coffin had touched the ground.787  Joseph Strayer and later Daniel Weiss disagreed with 
Branner’s reading and suggested that the Montjoies could have been another attempt by 
the royal family to establish Paris as the New Jerusalem in the thirteenth century.788  
Indeed, the name Montjoie was also associated with a specific location between Saint-
Denis and the city of Paris, which may have inspired the name (and general form) of 
Saint Louis’ funerary monuments.789 
After the sack of Constantinople by the crusaders in 1204, prized relics and icons 
from the East flooded western Europe, introducing new ways to think about and use 
sacred objects and images in Holy Land devotion and crusade propaganda.  The 
interrelated ideas of virtual travel to the Holy Land and the ideological “removal” of 
earthly Jerusalem to the West began to take shape as frameworks for local support of the 
crusade movement, in particular among the kings of France and England.  The desire to 
possess Jerusalem, whether figuratively or ideologically, promoted lavish and even 
excessive royal patronage, as the relationship between crusading and holy kingship grew 
exceedingly closer.  
                                                        
786 Branner, “Montjoies,” pp. 14-15. 
787 Branner, “Montjoies,” p. 15. 
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Saint-Denis (Paris, 1989); idem., “Montjoies et Montjoie dans la Plaine Saint-Denis,” Paris et Ile-de-
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King Louis IX of France’s personal piety was tightly bound with the crusade or 
the idea of crusading.790  It was, in fact, Louis’ efforts on crusade and its association with 
his personal piety that were most frequently cited as justifications for his canonization in 
the late thirteenth century.791  Louis IX also capitalized on the devastation of the 
Byzantine capital in 1204, purchasing the Passion relics from the financially strapped 
Latin Emperor of Constantinople, Baldwin II, in the 1230s.  After the relics arrived in 
Paris, work was begun on the Sainte-Chapelle – a palace chapel designed as both a 
monumental reliquary worthy of the sacred relics and as a declaration of the king’s 
dedication to the crusade movement (Fig. 120).  As Weiss has suggested, the Sainte-
Chapelle, constructed during Louis’ planning of the crusade, was conceived as a 
Christian equivalent of Solomon’s building complex in Jerusalem.  The lavish palace 
chapel/reliquary functioned as a locus sanctus, and its artistic program offered a 
legitimizing account of religious war and identified the people of France as the rightful 
successors of the Jews as God’s Chosen People.792 
The term Montjoie was common in medieval France from the twelfth century 
onwards.  Montjoie was the French word for the place name Mount Joy, a place just 
outside of Jerusalem described by Sir John Mandeville in his Travels. He wrote: 
Also fro Ierusalem .ij. myle is the mountjoye a full fair place & a 
delicyous and þere lyth Samuel the prophete in a fair tombe. And men 
clepen it mountioye for it 3eueth ioye to pilgrymes hertes because þat þere 
men seen first Ierusalem.793     
                                                                   
790 W.C. Jordan, Louis IX and the Challenge of the Crusade: A Study in Rulership (Princeton, 1979), p. 8. 
791 See Gaposchkin, Making of a Saint, pp. 44-45. 
792 Weiss, Art and Crusade, p. 5. 
793 Mandeville’s Travels, edited by P. Hamelius, EETS os 153 (1919; repr. Oxford, 1960), 1.62, ll. 25-30. 
Sir John Mandeville, Mandeville’s Travels, translated and edited by M.C. Seymour (London & Oxford, 
1968), pp. 71-72: “Also from Jerusalem two miles is the Mount Joy, a full fair place and delicious, and 
there lieth Samuel the prophet in a fair tomb. And men clepe it the Mount Joy for it giveth joy to the 
pilgrims’ hearts because that there men first see Jerusalem.” 
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Mandeville is describing the Hill of Rama outside of Jerusalem referred to as mons gaudii 
or mons jovis, translated as the “hill of joy.”  It was from this hill that, in 1099, the 
crusaders first beheld Jerusalem and later erected the church of Mons Gaudii.794  The 
word Montjoie also is associated with a mound or cairn of stones along the roadside, 
which served as milestones or as signposts, often to mark a site victory, and which 
sometimes became meeting-places for warriors.795  The word Montjoie was used as a 
French battle cry.  In the Song of Roland, the soldiers cry out “Mountjoy” as they head 
into battle against the Saracens in Spain: 
Now ride, my noble lords, ride on a charge! Stand firm, I beg you! 
For God’s sake resolve to give and take hard blows.  And don’t forget 
The emperor’s battle-cry!’ At this the Franks cried out, “Mountjoy!”  Any 
who heard that sound, with what heroic thoughts their minds would fill!796 
 
Shouting out “Mountjoy” was a symbol of both national unity and military power. The 
term clearly was associated with the fight against the infidel and thus carries with it a 
crusader context.  The term also was used in relation to the royal banner or oriflamme of 
the French, which was deposited at the monastery of Saint-Denis from the reign of Hugh 
Capet (r. 987-96).797  In legend, this was the flag that Pope Leo gave Charlemagne in 
recognition of his status as emperor of the Roman people.798  The oriflamme thus was 
sometimes called “Romane,” but took its new and preferred name Montjoie from the 
                                                        
794 See B.Z. Kedar, R. Hiestand and J. Riley-Smith (eds.), Montjoie: Studies in Crusade History in Honour 
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796 Song of Roland, translation and introduction by Janet Shirley (Llanerch Publishers, 1996), p. 92. 
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editors (New York, 1995), pp. 292-293. 
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place, Mount Joy, as described in the Song of Roland.799  Mountjoy lastly was the name 
of Louis IX’s crusade ship, certainly an allusion to the French war cry that indeed locates 
the term within the framework of crusade rhetoric and ideology.800  
The ideological relationship between Louis’ Montjoies and Jerusalem topography 
is suggested in two miniatures from the Très Riches Heures of Jean, Duke of Berry (d. 
1416), which include representations of the Parisian monuments.  While produced over a 
century after the erection of the Montjoies, the Très Riches Heures (Chantilly, Musée 
Condé, ms. 65) illuminations offer important insight into the reception of the funerary 
processional markers.  The first Montjoie appears on the March page of the famous 
calendar cycle (Figs. 121-122).  The stone monument stands at the intersection of two 
crossing paths in the countryside outside the wall of the duke’s chateau at Lusignan, 
where it takes on the function of a customary sign or milestone.  It has a three-tier 
structure, statues on each face and a cross, identifying it as one of Louis’ Montjoies.  The 
second Montjoie image appears in the lavishly drawn out scene of the Meeting of the 
Magi (fol. 51v).  The three brilliantly decked eastern kings, coming from different 
directions on horseback, meet at a crossing in the road marked by an ornamental 
“Montjoie” (Figs. 123-124).  The three-tiered monument stands on a stepped-platform 
and has arched, trilobe niches carrying statues, again visually analogous to Saint Louis’ 
crosses. The biblical narrative takes place just outside the city of Jerusalem, where the 
three kings were journeying to view the Christ child (Matthew 2:1-12).  Notably, the 
statues that adorn the Montjoie are not royal figures but rather Grecian gods, with bare 
chests and laurel wreaths upon their heads.  This must have been an attempt by the artists                                                         
799 Song of Roland, p. 227. 
800 J. Shirley, Crusader Syria in the Thirteenth Century (Ashgate, 1999), p. 68. 
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to “easternize” the monument, to suggest its pagan and pre-Christian)associations.  
However, the cityscape depicted in the background of the miniature is clearly 
recognizable as Paris, not biblical Jerusalem.  One can easily make out the Saint-
Chapelle, the royal palace, Notre-Dame Cathedral and, on a small hill, the Abbey of 
Montmartre.801  Therefore, the three kings appear to be meeting outside the city walls of 
Paris; the Montjoie is not suggesting a location in the Holy Land, but rather one outside 
of Paris.  The three Magi are meeting outside Jerusalem by way of Paris – the New 
Jerusalem.  
The Eleanor Crosses, as direct references to Louis IX’s Montjoies, were an 
English exercise in spiritual politics that recount the French models.  King Edward’s 
motivations for commissioning the crosses were personal, political, and ideological.  The 
Montjoies were certainly another means to solidify Paris as the New Jerusalem and to 
sanctify Louis’ reign within the context of dynastic French history/hagiography, thereby 
promoting his identity as a crusader king and military leader in the tradition of 
Charlemagne.  Moreover, they may have been meant to ensure Louis’ canonization, 
directly referencing the saint who had Christianized the kings of Gaul.802  There is no 
evidence to suggest that Edward I was promoting a campaign for the canonization of 
Eleanor of Castile, however, and his ultimate goal for the funerary program indeed seems 
to have been to solicit prayers for her soul.803  That is not to suggest that the model of 
Louis did not directly inspire Edward’s patronage; in the early 1290s, Edward’s 
emulation of Louis IX’s artistic projects is not only manifest in his construction of the 
                                                        
801 See J. Longnon and R. Cazelles, The Très Riches Heures of Jean, Duke of Berry, translated by V. 
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802 Branner, “Montjoies,” p. 15. 
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Eleanor Crosses but also in his foundation of Vale Royal, a copy of Royaumont, his 
building of the palace chapel of St. Stephen at Westminster, which follows the Sainte-
Chapelle in design, and in his patronage of the Old Testament cycle in the Painted 
Chamber.804  In these ambitious French-inspired projects, King Edward seems to follow 
the model of his father, King Henry III, who consistently echoed Louis’ cultural and 
religious patronage in his own patronage, particularly in his royal building program for 
Westminster Abbey.805  
In 1247 Henry III received a most prized relic from the Latin Kingdom of 
Jerusalem that allowed him to localize the Holy Land in London, a vial containing a 
portion of the blood of Christ sent to him under the seals of the patriarch of Jerusalem, 
the masters of the Templars and Hospitallers and various bishops from the Holy Land.806  
The Holy Blood, Henry decided, would be installed at Westminster Abbey on the feast of 
the Translation of Edward the Confessor, his patron saint, after a solemn procession from 
St. Paul’s Cathedral to the abbey that followed the same route as Henry’s royal 
coronation.  The relic allowed Henry III to further sanctify Westminster and the Cult of 
St. Edward the Confessor to increase pilgrimage and revenue to the abbey, and to 
associate the royal abbey with the holy city of Jerusalem.  More importantly, the arrival 
of this relic restored the “balance of prestige” between the king of England and the king 
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of France.807  Perhaps to maximize the impact of King Henry’s relic acquisition, Matthew 
Paris wrote that the Westminster blood relic was a far greater treasure than the relics 
acquired by Louis IX; it was through the blood of Christ, the price of man’s redemption, 
that the Cross and the other contact relics in the collection of the French king were 
sanctified, not vice versa.808  Henry’s processional promotion of Christ’s blood could also 
be interpreted in the context of his desire to localize the Holy Land in England, 
particularly in London.  In a series of letters sent to King Henry after 1245, Pope 
Innocent IV (1243-1254) recurrently referred to the Holy Land as a place made sacred by 
virtue of Christ’s blood: Terra Sancta, Cristi respersa sanguine…cuiusque sanguine 
rubuit saepe sparso.809  These letters, of course, were meant to prompt King Henry to 
send aid to the East, but they could have inspired his ceremonial consecration of London 
with the blood of Christ, ideally transforming London into a new Jerusalem with 
Westminster Abbey at its sacred core. 
Within this context, King Edward’s emulation of Louis’ Montjoies in Eleanor’s 
cenotaphs is a continuation of his father’s desire to both imitate and surpass the sanctity 
of the French realm under Louis IX.  Henry III was particularly aware of Louis’ purchase 
of the Passion relics, his close relationship with the Holy Land and his glorified status as 
rex crucesignatus.  Louis' model fundamentally impacted Henry’s patronage and self-
image throughout his reign.  Edward was brought up in this climate of Capetian-
Plantagenet rivalry, which doubtless influenced his decision to join Louis IX on his 
                                                        
807 See Lloyd, English Society, p. 204.  
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second crusade in 1268.810  As Elizabeth Hallam observes, the rivalry between the French 
and the English kings was particularly linked to their funerary rituals and monuments, 
which were meant to enhance the cult of kingship and the image of monarchy.811  
Further, the tomb program of Eleanor of Castile was symbolic of the power and prestige 
of the English monarchy in relation to the French monarchy.  It also, quite boldly and 
rather specifically, I think, associated the English queen with a celebrated French king, 
prompting the question: What did these two royal figures have in common?  The answer, 
of course, was a profound love for crusading against the enemies of Christendom.  
Edward I did not simply commission literal copies of Louis’ monuments in the French 
court style, however, he adapted and localized the broad idea and general form of the 
Montjoies to appropriately reflect and commemorate his Castilian queen-consort in 
England.812 
 
5.3 The Painted Chamber at Westminster Palace  
 Chapter 4 analyzed the Painted Chamber at Westminster as a close relative to 
both Henry III’s Antioch Chambers and French Old Testament cycles that participated in 
the tangled interconnections between thirteenth-century perceptions of chanson de geste, 
romance, Old Testament narrative, and crusading.  A broader analysis of the Painted 
Chamber’s crusade themes is presented here within the context of the mural cycle’s 
relationship to biblical romance, namely the vernacular epics or romances that celebrate 
the Maccabees, and its probable link to crusade preaching and propaganda.  Building on 
the two major examinations of the murals by Paul Binski and Matthew Reeve, I closely                                                         
810 See Lloyd, English Society, pp. 202-207. 
811 Hallam, “Eleanor Crosses,” p. 11, 15. 
812 See Zukowsky, p. 39. 
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analyze the Painted Chamber’s major subjects – holy warfare, destruction and re-
appropriation of sacred sites, and good vs. bad kingship – in the framework of King 
Edward’s crusading interests.813  The overarching thematic drive of each pictorial 
narrative in the Painted Chamber’s unusual program was the struggle for supremacy over 
the city of Jerusalem between the Old Testament Israelites and their foreign 
oppressors.814  Reeve reasonably suggests a typological relationship between the 
contemporary crusades and Old Testament warfare and views the Painted Chamber as a 
means to tie together the biblical past and the historical present.815  Notably, this 
typological connection was also stressed in crusade-themed epics and propaganda, which 
employed Old Testament figures, including Judas Maccabaeus, as models to instruct and 
inspire potential crusaders.816  The Maccabees, indeed, received epic treatment possibly 
as early as the twelfth century, and the French poet, Gautier de Belleperche penned his 
Roman de Judas Machabee in the thirteenth century.817  While both Binski and Reeve 
suggest a close yet generalized relationship between the mural program and the Latin 
Vulgate, this study further examines the Painted Chamber cycle in the context of the 
vernacular epic or romance tradition.818  
The Painted Chamber mural program certainly related to the widespread 
employment of Old Testament stories and figures in the thirteenth century, as models for 
both Christian kings and crusaders in the West.  Old Testament pictorial cycles were 
always understood by Christians as both accounts of biblical history and as mirrors of                                                         
813 P. Binski, The Painted Chamber; Reeve, “The Painted Chamber,” pp. 189-221. 
814 Reeve, “Painted Chamber,” pp. 198-199. 
815 Reeve, “Painted Chamber,” p.197. 
816 See N. Morton, “The Defense of the Holy Land and the Memory of the Maccabees,” Journal of 
Medieval History 36 (2010), pp. 275-293. 
817 See McGrath, The Romance of the Maccabees. 
818 Binski provides a textual comparison of the Vulgate text and the Painted Chamber inscriptions, Painted 
Chamber, p. 117, suggesting that the inscriptions were direct translations of the Vulgate. 
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contemporary experience.819  In the thirteenth century, the kings of the West, especially 
Louis IX, increasingly viewed themselves as the rightful descendants of Old Testament 
kings and heroes.  Because the Old Testament exemplars, like their thirteenth-century 
counterparts, were continuously engaged in a battle for the Holy Land, for Jerusalem, 
providing not only behavioral models for crusader kings but also biblical legitimization 
for holy warfare.820  Began in the year after the loss of Acre in 1291, the Painted 
Chamber’s dynamic images of holy warfare and Old Testament heroes must have served 
as monumental reminders to both king and court of the devastating losses in the Holy 
Land and the necessity of continued support for the crusader cause in England.  They also 
provided the king a virtual landscape to enact his crusading fervor, as he made plans for 
an actual crusade.  
Based on documentary evidence and style and iconography, the several hundred 
feet of Old Testament narrative with bands of French text in the Painted Chamber has 
been attributed to the patronage of Edward I.  The royal account rolls suggest a frenzied 
period of work and renewal at the palace beginning in the late 1280s.821  Between 1292 
and 1297, there is a recorded campaign of work in the king’s chamber and other rooms at 
Westminster Palace by the workforce who also worked on the funerary monuments of 
Eleanor of Castile and Henry III, including Master Walter, who painted the base of 
Eleanor’s tomb in Westminster Abbey.822  The Painted Chamber murals are stylistically 
related to court art produced between c. 1270 and 1300, such as the Douce Apocalypse                                                         
819 See Reeve, “Painted Chamber,” p. 197; G. Guest, “The People Demand a King: Visualizing Monarchy 
in the Psalter of Saint Louis,” Studies in Iconography 12 (2002), pp. 1-27. Also on typology and political 
ideology, G. Speigel, “Political Utility in Medieval Historiography: A Sketch,” History and Theory 14 
(1975), pp. 314-325. 
820 See Weiss, “Portraying the Past, Illuminating the Future,” in The Book of Kings, pp. 14-15. 
821 See London, National Archives E101/467/16-17, E101/467/19, E101/468/2, E101/468/4, E101/467/20. 
822 Binski, Painted Chamber, pp. 19-21. For the Rolls: London, National Archives E101/468/6, rolls 1-18, 
28-37, 45ii-ix, 90-93, 106-18, 141-2.  
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and the Westminster Retable.  The murals moreover feature micro-architectural forms 
like those found on many of the Eleanor Crosses and, as Binski notes, many of the 
architectural motifs used in the Old Testament scenes “are based firmly in the 
architectural language used by court masons in the 1290s.”823  For example, Binski sees a 
close connection between the depiction of the Temple of Jerusalem from 2 Kings and the 
tomb of Edmund Crouchback (d. 1296) in Westminster Abbey, because both employed 
narrow buttress shafts, pinnacles, panels of tracery and steep, crocketed gables (Figs. 
125-126).  
The pictorial content of the Painted Chamber, which includes narratives drawn 
from 1-2 Maccabees, 2 Kings, Judges and 2 Samuel, has been associated with the family 
of extensive Old Testament cycles from France, all dated to the first half of the thirteenth 
century: the Bibles Moralisées, the Morgan Picture Bible and the Sainte-Chapelle glass.  
Scholarship on these French cycles located their iconography within the crusading culture 
of the court of Louis IX.824  Recall, St. Louis’ royal image as “Most Christian King” was 
built upon the belief that the French people were the New Israelites, the French kings 
were the successors of the kings of Judah, and the emerging French nation was the New 
Jerusalem.825  Matthew Reeve argues that the English court equally fostered a national 
identification with the ancient Israelites, and that the Painted Chamber’s Old Testament 
program suggests, at the very least, Edward’s continued participation in crusade culture 
and his awareness of an international “shared visual language” of crusade in the                                                         
823 Binski, Painted Chamber, p. 73. 
824 H. Stahl, “Old Testament Illustration During the Reign of St. Louis: The Morgan Picture Book and the 
New Biblical Cycles,” in Il Medio Oriente e L’Occidente Nell’Arte del XIII Secolo, edited by H. Belting 
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thirteenth century.826  Moreover, at the time of Edward’s patronage in the Painted 
Chamber the grand, narrative Old Testament cycles were out of fashion.827  This renewal 
of older forms perhaps reveals Edward’s distinctive desire to revive a glorious, historical 
image of the Crusades from earlier in the century, before the devastating loss of Acre in 
1291, and to take control of the crusade movement and the Holy Land from the French, 
establishing the English equally as legitimate successors of the Israelites.   
 The Old Testament scenes decorated all but the west wall of the Painted Chamber, 
organized in horizontal registers wrapping around the room, each divided by an 
inscription band in the French language.  A nearly complete and rare cycle (in England) 
of events from the first Book of Maccabees occupied the top two registers of the 
chamber’s north and south walls.828  The textual source for the Maccabees cycle is 
unknown, and the precise dialect of French used in the inscriptions has not been 
established.  Binski suggests that the inscriptions are direct paraphrases of the Latin 
Vulgate text.  However, Continental and Anglo-Norman French copies of the Old 
Testament were circulating in England at the time of the cycle’s creation, such as the Old 
Testament translation in Cambridge (University Library, Ee.3.52, ff. 5-415).829  This 
Cambridge manuscript, as Ruth Dean noted, was a copy by an English scribe of a 
Continental version, which has few Anglo-Norman traits.830  Notably, the linguistic 
evidence that does survive from the Painted Chamber indicates that the inscriptions are 
                                                        
826 See Reeve, “The Painted Chamber,” pp. 197-98.   
827 Reeve, “The Painted Chamber,” p. 195. 
828 There are very few extant visual cycles of Maccabees produced in medieval England.  The twelfth-
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not in Anglo-Norman, which suggests Continental influence.831  Robert McGrath 
believed that, based on the inscriptions, the Painted Chamber cycle directly was drawn 
from an illustrated French translation of the biblical text of the Maccabees.832  Of course, 
there is precedent for the use of an illuminated manuscript as a model in the creation of a 
mural at Westminster Palace: in 1250, Henry III borrowed a manuscript from the 
Templars for the History of Antioch mural in the Queen’s Chamber.833  The Painted 
Chamber inscriptions also could have been inspired by one of the Maccabees romances 
of the mid-thirteenth century, which themselves were based heavily upon the Latin 
Vulgate.834   
The visual character of the murals, however, from their monumental scale to their 
chivalric trappings and complex battle scenes, suggests a closer connection to the 
illuminated Bible tradition than the romance tradition in the thirteenth century.  The 
Painted Chamber’s epic battles, in particular, have more in common with the Morgan 
Picture Bible illuminations than the battle scene miniatures in the only extant illuminated 
copy of the c. 1285 poem attributed to the cleric Pierre du Riés, La Chevalerie de Judas 
Macabé (Paris, BnF Ms. fr. 15,104), for example.  While major battles are depicted 
throughout the French manuscript, they are distilled into several simple scenes of 
marching armies, mounted soldiers, and single combats on a single folio or a brief series 
of folios.  To give one example, the battle of Beth-Zur, in which the Maccabees led by                                                         
831 See Binski, Painted Chamber, p. 116.  Binski consulted Ruth Morgan on the inscriptions, and she 
identified certain declensions not found in Anglo-Norman, but this evidence is inconclusive.  By the 
fourteenth century, as Ardis Butterfield shows, Anglo-Norman is scarcely different than Continental 
French; Anglo-Norman was not a distinct dialect in the later Middle Ages.  A. Butterfield, The Familiar 
Enemy: Chaucer, Language, and Nation in the Hundred Years War (Oxford, 2009), pp. 12-15.  See also D. 
Trotter, “Anglo-Norman,” in Languages in Britain and Ireland, edited by Glanville Price (Oxford, 2000), 
pp. 197-206. 
832 McGrath, Romance of the Maccabees, p. 163. 
833 See above chapter 4. 
834 McGrath, Romance of the Maccabees, p. 27. 
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Judas combat the Seleucid army under Lysias, is represented in twelve small miniatures 
across eight folios (27-31v), from the arrival of both armies on the field to the flight of 
Lysias.  Judas’ defeat of Lysias in battle is depicted in two distilled and somewhat 
disjointed miniatures on fol. 31v of fr. 15,104 (Fig. 127).  In the first miniature, Judas is 
shown in full armor charging across the battle field littered with bodies (ensi comme 
judas se combatoit à tous), and, in the second miniature, Lysias is shown moving out of 
the frame, as he rides away from the battle towards Antioch (ensi comme lisiars n'osa 
atendre judas ains s'en fui en andioche).  These miniatures lack the monumental quality 
and narrative detail of the Painted Chamber murals.835  The reader must consult the poem 
to understand or contextualize the accompanying imagery, whereas a medieval viewer 
generally knowledgeable on the books of the Old Testament could follow the pictorial 
narratives in the Painted Chamber’s scheme.   
The first book of Maccabees receives the most pictorial space in the Painted 
Chamber.  Unfortunately, no imagery survives on the highest register, but the extant 
inscriptions indicate that the narratives began on the top register with the rise of the King 
Antiochus IV Epiphanes of Syria, a violent ruler who attempted to force paganism upon 
his Jewish subjects in the second century BC.836  Based on evidence from inscriptions, 
the top register also recounted scenes from Antiochus’s war in Egypt and his despoliation 
of the Temple in Jerusalem, his suppression of Jewish law, and his enforcement of pagan 
rituals, including the worship of idols.837  
                                                        
835 This manuscript shares much in common with the illuminated copies of the Crusade epics (made in 
Picardy in the last three decades of the thirteenth century) discussed above in chapter 4.  
836 See B. Bar-Kochva, Judas Maccabaeus. The Jewish Struggle against the Seleucids (Cambridge, 1989); 
D. Gera, Judaea and Mediterranean Politics 219-161 BC (Leiden, 1998); E. Lapina, “Anti-Jewish Rhetoric 
in Guibert of Nogent’s Dei gesta per Francos,” Journal of Medieval History 35 (2009), p. 240. 
837 Reeve, “Painted Chamber,” p. 199. 
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The historical Maccabees were a priestly family that led a revolt against King 
Antiochus, cleansing the Temple and reestablishing Jewish law.  After the First Crusade, 
when twelfth-century authors and propagandists were mining the books of the Old 
Testament for “prototypes” of crusaders, the Maccabees must have stood out as devout 
warriors and heroes who fought against pagans and paganism to preserve their own faith 
and restore the holy places.  The first extant image from the story of Antiochus shows the 
enthroned pagan king overseeing the torture and murder of the so-called Maccabean 
Martyrs and then, in a second compartment, kneeling before an idol  (Fig. 128; 2 Macc. 
6:18-7:42).  The martyrdom of the scribe, Eleazar, the seven brothers and their mother in 
the biblical text speaks to the dramatic response of the Old Testament figures to 
Antiochus’s new and drastic anti-Jewish laws; they choose death over the sacrifice of 
their faith.838  This episode ignites a chain reaction, spurring the uprising of the 
Maccabees family and the wars against Antiochus, represented in the following mural 
painting (Fig. 129).  On stage left, a large formation of mounted knights pass through the 
gates of a city, banners waving and swords and battle-axes poised for combat.  A 
mounted figure in the foreground wearing a tunic and holding a shield covered in fleur-
de-lis transfers the scene from the biblical past to the historical present.839  In the middle 
of the composition there is a cut-away view of King Antiochus seated in a throne room.  
On stage right, a second army is shown in retreat, and a conspicuous figure wearing a 
                                                        
838 See J. Willem van Henten, The Maccabean Martyrs as Saviors of the Jewish People: A Study of 2 & 4 
Maccabees (Leiden, 1997), pp. 17-19; D. Joslyn-Siemiatkoski, Christian Memories of the Maccabean 
Martyrs (New York, 2009).  
839 Heraldry and insignia were used in many of the Painted Chamber murals, appearing on battle standards, 
tunics and shields, although some of it would seem to be quite whimsical. In the painted remnants from the 
Story of King Abimelech, for example, two figures sport tunics covered with goat heads.  
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crown has fallen in battle, his body unceremoniously toppling backwards onto the 
ground.  This scene thus quite literally depicts the fall of evil king Antiochus. 
In the tradition of chanson de geste, romance and vernacular translations of the 
Bible, the Old Testament visual cycle in the Painted Chamber privileges the deeds of one 
heroic warrior, Judas Maccabeus.  The second register of murals in the Painted Chamber 
represented the different wars of Judas Maccabeus against the enemies of Israel.  In the 
thirteenth century, Judas was recognized as a biblical counterpart to the chivalric knights 
of literature – Lancelot, Yvain, Alexander, and so on.840  It was in fact the closing years 
of the thirteenth century that saw Judas Maccabeus borrowed from his biblical context 
and classed with other heroes of sacred and secular history.841  In the third quarter of the 
thirteenth century (probably between 1240 and 1270), Gautier de Belleperche composed 
his allegorical crusade romance Roman de Judas Machabee, in which the Old Testament 
hero liberates the Holy Land from “Li Sarrazin.”842  Indeed, Belleperche’s narrative is 
distinguished from the biblical story by the focus given to Judas, who is seemingly 
modeled on Roland.843  Judas was not only understood as a model for Christian 
knighthood but also as an ideal crusader, a defender of the Holy Land, whose image was 
deployed in the thirteenth century to revitalize the crusade movement.844  While the                                                         
840 For example, illustrated Maccabees romances emerged in northern France in the 1280s, e.g. La noble 
chevalerie de Judas Macabé et de ses nobles frères of c. 1285 (BN Ms. fr. 15104).  See Binski, Painted 
Chamber, pp. 94-95.  For full survey and analysis of the texts, see McGrath, Romance of the Maccabees, 
pp. 5-33. 
841 Binski, Painted Chamber, p. 95, who noted that Judas was associated with Roland, David and 
Alexander in the Auberon, regarded as a successor of Alexander in the Miroir Historial, and included in the 
Nine Worthies of the Voeux du Paon (c. 1312) by Jacques de Longuyon, in which he was one of three 
champions of the Old Law.  See also M. Keen, Chivalry (Yale, 2005), pp. 121-124; J. Vale, Edward III and 
Chivalry (Woodbridge, 1982), p. 22; McGrath, Romance of the Maccabees, p. 330. 
842 See Reeve, “Painted Chamber,” p. 207. 
843 McGrath, Romance of the Maccabees, p. 16. 
844 See Reeve, “Painted Chamber,” pp. 207-209; Keen, Chivalry, pp. 44-63; J. Gilchrist, “The Lord’s War 
as the Proving Ground of Faith: Pope Innocent III and the Propagation of Violence (1198-1216),” in 
Crusaders and Muslims in Twelfth-Century Syria, edited by M. Schatzmiller (Leiden, 1993), pp. 74-75. 
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surviving Maccabees cycle in the Painted Chamber is incomplete, the full cycle seems to 
have revolved around his military prowess, as liberator of the Holy Land from the 
Gentiles on the battlefield.  Indeed, the entire Maccabees cycle is dominated by complex 
and chaotic images of warfare.  The artists of the Painted Chamber also used the standard 
chivalric motif of a knight unhorsing his enemy in single combat to visualize Judas’s 
feats in battle.  For instance, the conflict between Nicanor, a foreign oppressor and enemy 
of Israel, and Judas Maccabeus (1 Macc. 7:32-45) is concluded with a scene of mounted 
combat, which depicts Judas piercing the chest of his enemy, whose body is pitching 
backwards off his horse from the impact of the blow (Fig. 130).  The iconographic motif 
is similar to that deployed in the image of Richard I unhorsing Saladin in the Chertsey 
tiles and Robert Curthose’s mounted combat with Kerbogha in the Crusading Window at 
Saint-Denis, both of which have possible connections to Henry III’s Antioch 
Chambers.845  Now lost, the second register likely concluded with images of Judas’s 
death and burial, which was described rather vividly in the romance tradition.846  For 
instance, in du Riés’ La Chevalerie de Judas Macabé, Judas’ demise in battle is 
examined in some detail.847  Already severely wounded and bleeding, Judas, alone with 
only his horse, combats one hundred Saracen knights, and a cowardly Saracen, who 
attacks him from behind, defeats him.848  
 The theme of holy warfare and the struggle for the Holy Land continued in the 
remaining biblical stories included in the Painted Chamber’s program, although they 
                                                        
845 See above chapter 4. 
846 See Reeve, “Painted Chamber,” p. 199; J.R. Smeets, “Le Tombeau de Judas Macchabee dans La 
Chevalerie de Gauthier de Belleperche: Science-Fiction au XIIe-XIIIe siècle,” Perspectives Mediévalés 17 
(1991), pp. 73-93. 
847 For text, J.R. Smeets, ed., La Chevalerie de Judas Macabé (Assen, 1955). 
848 McGrath, Romance of the Maccabees, pp. 31-32. 
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offer a selection of vignettes rather than drawn out, comprehensive pictorial cycles of the 
biblical texts.  Unfortunately, the vast lost of imagery prohibits layered and more 
complex (i.e., thematic or referential) readings of the program as a whole.  While certain 
areas of the mural decoration cannot be identified or known with any certainly, the third 
and fourth registers contained imagery from different stories in 2 Kings.  These stories 
focused on the punishment of a series of bad kings by God for their destructions of the 
kingdoms of Israel and Judah, the sacking of Jerusalem and the desolation of the 
Temple.849  For example, the third and fourth registers of the south wall carried imagery 
of the Israelites’ defeat of two tyrannical pagan rulers, Sennacherib and Nebuchadnezzar 
(2 Kings 18-25).  In the third register, Sennacherib, King of the Assyrians, and his 
soldiers arrive in Jerusalem, demanding the Israelites deny Jewish law and submit to his 
authority.  Upon hearing news of the Assyrian threat, Hezekiah, King of Israel, goes to 
the temple and prays for the deliverance of his people (Fig. 131).  His prayer is answered 
and the Lord intervenes.  To the right of King Hezekiah’s prayer a sword-wielding angel 
appears in the sky above Sennacherib’s military camp, slays the entire Assyrian army, 
and murders Sennacherib in the Temple.  
Following the defeat of Sennacherib, the fourth register imagery presents King 
Nebuchadnezzar’s conquest of Jerusalem and his sack and destruction of the Temple of 
Jerusalem.  At this point, focus shifts slightly from martial war to the desecration of the 
holy places by foreign oppressors – a legitimization for holy war.  In the first mural from 
the cycle, Nebuchadnezzar and his soldiers are shown looting the Temple, literally 
carrying away sacred vessels with greedy hands, and expelling King Jehoichin and his 
wife from the city at sword point (Fig. 132).  This image must have resonated with                                                         
849 Reeve, “Painted Chamber,” p. 199. 
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Edward’s own memory of Jerusalem during his crusade in 1270, at which time the 
Saracens were in control of the holy city, under the firm command of Sultan Baibars.  
The subsequent image shows the Fall of Jerusalem and the Israelites (le gens de ierl’m) 
being driven out of the city with bound hands, as the pagan soldiers conduct their final 
assault on the Temple (Fig. 133; 2 Kings 25).  This final scene of destruction certainly 
had the potential to recall the recent loss of Acre, the last crusader stronghold in the Holy 
Land.  The Temple was an important monument in crusader ideology and memory, and 
its recapture was of course a major objective of contemporary crusade efforts.  As Reeve 
observes, the representation of the Temple in the Painted Chamber appears to be “a 
curious hybrid” of contemporary French and Islamic architecture, the latter suggested by 
the exotic, conical tiled dome otherwise unprecedented in northern medieval 
architecture.850  This iconography relates the architectural image in the Painted Chamber 
mural directly to a Jerusalem prototype, the Lord’s Temple (i.e., the Dome of the Rock). 
 The precise pictorial sources for the imagery in the Painted Chamber have proven 
challenging to determine. Binski tries to identify artistic precedents for the iconography 
of the chamber’s rather unique cycle, primarily focusing on French Old Testament cycles 
but also considering the influence of illustrated romances.  Of course, we must always 
question the necessity of pinpointing exact visual sources, as this retrospective process 
overlooks the fact that some visual material may be new or idiosyncratic, reflecting the 
very particular values and interests of a patron.  Indeed, as Binski himself recognizes, it is 
plausible that some of the iconography in the Painted Chamber was a first-hand creation                                                         
850 Reeve, “Painted Chamber,” p. 204. On representations of the Temple in medieval art, see R.H. Krinsky, 
“Representations of the Temple of Jerusalem before 1500,” Journal of the Warburg and Courtauld 
Institutes 33 (1970), pp. 1-20; and D. Weiss, “HIC EST DOMUS DOMINI FIRMITER EDIFICATA: the 
Image of the Temple in Crusader Art,” in The Real and Ideal Jerusalem in Jewish, Christian, and Islamic 
Art: Studies in Honor of Bezalel Narkiss, edited by B. Kühnel (Jerusalem, 1998), pp. 210-217. 
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direct from the text, and, as Binski and Reeve agree, the amount of space in the Painted 
Chamber devoted to the life and deeds of Judas Maccabeus, a figure rarely featured in 
biblical iconography, must directly relate to the desires of the patron, Edward I.851  Binski 
only acknowledges a general connection between the Maccabean imagery in the Painted 
Chamber and Edward’s crusading activities, however, preferring to understand the Old 
Testament imagery as having broader associations with the court’s chivalric culture.852  
Can the chivalric ethos of Edward’s court and his devotion to the crusade movement 
really be separated at this point in his reign?  I am persuaded by Reeve that the Painted 
Chamber murals, in particular the Judas Maccabeus cycle, are best understood within the 
context of crusade literature and propaganda and as an essential component of King 
Edward’s self-fashioned royal image. 
One of the most interesting suggestions Binski makes regarding models for the 
Painted Chamber imagery is that there is a connection between the Old Testament scenes 
and the Book of Revelation.  Aware of Edward I’s patronage of apocalyptic material, 
Binski notes the striking focus in the Painted Chamber on Old Testament figures who 
were understood as types of Antichrist in medieval art and exegesis, such as King 
Abimelech and, of course, King Antiochus.853  This locates the Painted Chamber murals, 
once again, squarely within the context of crusade rhetoric.  Only fragments of the mural 
                                                        
851 Binski, Painted Chamber, pp. 86-96; Reeve, “Painted Chamber,” p. 206. 
852 Binski, Painted Chamber, p. 98-99. 
853 Binski, Painted Chamber, p. 100.  Medieval exegetes certainly saw the similarities between Jewish 
persecution in the Old Testament and the contemporary persecutions of Christians. Hrabanus Maurus (d. 
856), for example, described Abimelech as an Antichrist in his Commentaria in Librum Judicum, and he 
considered Antiochus a type of Antichrist in his exegetical treatise on the Book of Maccabees, 
Commentaria in Libros Machabaeorum.  See Cole, The Preaching of the Crusades, p. 28; Hrabanus 
Maurus, “Commentaria in Librum Judicum” and  “Commentaria in libros Machabaeorum,” in Patrologiae 
cursus completus. Series Latina, edited by J.P. Migne (Paris, 1844-55), 108, cols. 1171-5 and 109, cols. 
1125-1256.  On Hrabanus’ continued influence in the later Middle Ages, see B. Smalley, The Study of the 
Bible in the Middle Ages, 3rd ed. (Oxford, 1983), pp. 37, 43, 57-60.  
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containing the story of King Abimelech from the Book of Judges survive, but they seem 
to focus on the unscrupulous king’s slaughter of his seventy half-brothers and the escape 
of one brother, Jotham (Ioathem), who places a curse on Abimelech (Fig. 134).  
Abimelech is clearly identified in the painting, by his red surcoat covered with heraldic 
goat heads.  Jotham’s curse is prophecy: the Israelites revolt against Abimelech’s tyranny 
(Judges 9:50-57).  During the uprising he is struck on the head by a millstone thrown by a 
woman from the wall above – a narrative point clearly depicted in the Painted Chamber 
mural.  Knowing death is imminent, Abimelech orders his standard-bearer to stab him 
with his sword, because he did not want a woman credited with his death.  Abimelech’s 
illegitimacy to rule Israel – he is a violent usurper and invader – led to his destruction, not 
only prefiguring the destruction of Antichrist in Revelation but also the (desired) 
destruction of all Muslims by the crusaders.854  
Furthering Binski’s discussion, the medieval interpretation of King Antiochus as a 
type of Antichrist was even more straightforward, and it developed out of the larger trend 
in crusade propaganda to compare the wars of the Maccabees to Christian warfare in the 
Holy Land.855  Like the Apocalypse, the Maccabees were frequently evoked in crusade 
propaganda from the First Crusade onward, where they were celebrated for their 
Christian military conduct and increasing understood as exemplary proto-crusaders.  In 
crusade preaching, the Maccabean army signifies the army of Christ; like the crusader 
armies, it derives its strength from God, and its soldiers are distinguished by their 
                                                        
854 See Binski, Painted Chamber, p. 100, who notes that in the Moralized Bible now in Oxford (Bodley Ms. 
270b), which anticipates the iconography in the Painted Chamber, the story of Abimelech is moralized with 
Antichrist imagery.  See also R.K. Emmerson, Antichrist in the Middle Ages (Manchester, 1981), p. 26, 30 
and 41.  
855 See Cole, Preaching of the Crusades, pp. 27-29. 
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steadfast faith and perfect devotion.856  Also like the Apocalypse, the Maccabees had an 
important place in thirteenth-century sermons for preaching the cross.  In his second 
model sermon of c. 1260, the crusader propagandist to Louis IX, Eudes of Châteauroux, 
constructed a typological connection between contemporary crusades and the Israelites’ 
war with Nicanor under the leadership of Judas Maccabeus.  This story was dramatically 
imaged in the Painted Chamber mural cycle, which highlighted Judas’s defeat of Nicanor 
in combat (see Fig. 130).  In the sermon, Eudes begins with a quote from 2 Maccabees 
15: “Take the holy sword as a gift from God, with which you will defeat the opponents of 
Israel, my people.”857  He then continues:  
Just as at that time Nicanor and the heathen peoples wanted to destroy the 
people of the Lord, so today the Mongols intend and strive hard to destroy 
the Christians and to subject them to intolerable servitude. But since the 
Lord wants to free his people from the hands of the Mongols, he holds out 
the golden sword to Judas, so that he may defeat the opponents of his 
people.858 
 
This sermon, devoid of metaphor or allegory, is stunningly clear in its collapsing of Old 
Testament figures and contemporary crusades.  Nicanor and his pagan followers were the 
same as the Mongols or Saracens and Judas and the Israelites were the same as the 
Christian crusaders.  Moreover, like the Israelites, the crusaders needed a leader, a pious 
warrior to lead them into battle against the enemies of the faith – they needed a new 
Judas Maccabeus.  Although Eudes’ wrote his sermons with the French king and court in 
mind, it was Edward I who was hailed as the new, most Maccabean king of the thirteenth 
century.   
                                                        
856 Cole, Preaching of the Crusades, p. 29. 
857 Eudes of Châteauroux, Sermon 2, in Crusade Propaganda, p. 145. 
858 Eudes of Châteauroux, Sermon 2, in Crusade Propaganda, p. 145-147. 
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 In 1323, two Irish friars, Symon Semeonis and Hugo Illuminator, stopped at 
Westminster to visit the abbey and royal palace en route to Palestine on pilgrimage.  
Their itinerary, preserved in Cambridge (Corpus Christi College Ms. 407), hyperbolically 
describes the Painted Chamber, “on whose walls all the warlike stories of the whole Bible 
are painted.”859  After noting the king’s burial place in Westminster Abbey, Symon and 
Hugo recount that Edward I had accompanied Saint Louis on crusade.  They refer to 
Louis as Francorum Rex Christianissimus, acknowledging his title as the “most Christian 
king,” and call Edward the Machabeissimus Anglorum Rex, the most Maccabean king of 
the English.  Their comparison of Edward to Judas Maccabeus could have been prompted 
by the mural imagery itself or a textual exhortation of this nature in the chamber, now 
lost.  Reeve further speculates, since the statement directly follows a mention of the 
king’s tomb at Westminster, that it is possible that Edward’s tomb bore a painted 
inscription or epitaph relating him to Judas Maccabeus, as the tomb of Edward III (d. 
1377) did later in the century.860  Symon and Hugo’s association of Edward I to Judas 
Maccabeus, however, represents a late manifestation of a well-established tradition.  For 
example, in Li Rossignos, a devotional poem written for Edward’s mother, Eleanor of 
Provence, between 1272-1291, the prince Edward is celebrated alongside a string of 
crusade heroes and ancestors, beginning with Judas Maccabeus and including 
Charlemagne, Robert Curthose, Richard I and Louis IX.861  Moreover, between 1305 and 
                                                        
859 Quoted in Binski, Painted Chamber, p. 1; M. Esposito (ed.), Itinerarium Symonis Semeonis Ab 
Hybernia Ad Terram Sanctam, Scriptores Latini Hiberniae 4 (Dublin, 1960). 
860 Reeve, “Painted Chamber,” p. 208; P. Binski and J. Blair, “The Tomb of Edward I and early London 
Brass Production,” Transactions of the Monumental Brass Society 14:3 (1988), pp. 234-240. 
861 Li Rossignol is contained in Cambridge, Corpus Christi College Ms. 471. See A. Lawson King, A 
Critical Edition of Li Rossignos by John of Howden, M.Phil Thesis (University of Cambridge, 1984); L.W. 
Stone, “Jean de Howden: Poete Anglo-Normand du XIIIe Siècle,” Romania 69 (1946-47), pp. 496-519; J. 
Vale, Edward III and Chivalry: Chivalric Society and Its Context 1270-1350 (Woodbridge, 1982), pp. 20-
21 
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1307, French publicist Pierre Dubois evoked the deeds of Judas Maccabeus in two letters 
he wrote to Edward I and Philip the Fair, imploring them to continue their crusading 
activities and liberate Palestine from Muslim control.862  Lastly, there is evidence that 
Maccabean imagery was used in Edward’s funeral orations in 1307.863  From the late 
1260s until his death in 1307, it is clear that Edward wanted to distinguish himself as a 
crusader and that he particularly self-identified with Judas Maccabeus, the “hammer of 
the Saracens” and liberator of the Holy Land.  
 
5.4 Conclusion 
 As the case-studies presented in this chapter show, three major thematic threads 
defined the visual culture of crusade during the reign of Edward I: Old Testament 
typology, apocalyptic prophecy, and Louis IX’s pervasive (and lingering) influence on 
the English court.  As Edward and Eleanor prepared for their campaign, their illuminated 
Apocalypse manuscripts provided inspiration for a crusade to the Holy Land.  Following 
trends in thirteenth-century crusade preaching and crusader devotion, the Trinity and 
Douce Apocalypses were perfect landscapes for virtual crusading and expressed the royal 
couple’s devotion to the Holy Land.  Eleanor of Castile’s funerary program clearly 
reflects her status as an active crusader.  Edward I’s commission self-consciously 
associated Eleanor with King Louis IX, and it topographically linked her tomb 
monuments to Jerusalem.  In the Painted Chamber murals, these three ideological threads 
that characterized Edward I’s crusade patronage and royal self-fashioning were pulled 
                                                        
862 P. Dubois, The Recovery of the Holy Land, translated by W.I. Brandt (New York, 1956), pp. 88-89, 160-
161. 
863 Prestwich, Edward I, p. 558; D. D’Avray, Death and the Prince: Memorial Preaching before 1350 
(Oxford, 1994), pp. 195-196 n. 39. 
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together, perhaps explaining the “odd mélange of images” found in the Old Testament 
program.864  Nevertheless, the Painted Chamber was intended to function as an extensive 
and concrete monument to the crusade movement in England, speaking directly to the 
crusading ethos of its patron, the last English king to go on crusade to the Holy Land in 
the Middle Ages.  Edward remained dedicated to the crusade cause until his death in 
1307.   
                                                        
864 Binski, Painted Chamber, p. 102. 
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Conclusion 
 
 
“For wee ben clept cristene men after crist oure fader and ʒif wee be right 
children of crist we oughte for to challenge the heritage þat oure fader 
lafte vs and do it out of hethene mennes hondes. But now prude couetyse 
and envye han so enflawmen the hertes of lordes of the world þat þei are 
more besy for to disherite here neyghbores more þan for the challenge or 
to conquere here right heritage before seyd. And the comōūn peple þat 
wolde putte here bodyes and here catell for to conquere oure heritage þei 
may not don it withouten the lordes.” 
- Sir John Mandeville, Travels, c. 1357865 
 
The age of Edward I and Eleanor of Castile was the apogee of active English 
participation in the crusade movement.  In the fourteenth century, physical crusading to 
the Holy Land continued to be a desired pursuit of English nobles, knights and 
commoners, but it was no longer a defining component of English royal identity and self-
fashioning.866  As the closing lines quoted above from Mandeville’s Travels suggest, the 
people still longed to participate in crusades to recapture the Holy Land (their heritage), 
but they lacked appropriate (i.e., royal) leadership.  The potential crusade leaders, 
Mandeville tells us, were occupied waging wars against each other, indeed, against other 
Christians rather than the great enemies of the faith.  Once again it was the Capetians, 
under Philip IV the Fair (1285-1314), not the Plantagenets, who forcefully assumed                                                         
865 London, BL, Cotton Titus c. XVI, transcribed in Mandeville’s Travels, edited by P. Hamelius, EETS os 
153 (1919; repr. Oxford, 1960), pp. 2-3.  John Mandeville, The Travels of Sir John Mandeville: The 
Fantastic 14th-Century Account of a Journey to the East, translated by A.W. Pollard (New York, 1964; 
repr. 2006), pp. 4-5: “For we be clept Christian men, after Christ our Father.  And if we be right children of 
Christ, we ought for to challenge the heritage, that our Father left us, and do it out of heathen men’s hands.  
But now our pride, covetous, and envy have so inflamed the hearts of lords of the world, that they are more 
busy for to disinherit their neighbors, more than for to challenge or to conquer their right heritage before-
said.  And the common people, that would put their bodies and their chattels, to conquer our heritage, they 
may not do it without the lords.” 866 On English nobility and the crusade movement in the fourteenth century see M.H. Keen, “Chaucer’s 
Knight, the English Aristocracy, and the Crusade,” in English Court Culture in the Later Middle Ages, 
edited by V.J. Scattergood and J.W. Sherborne (London, 1983), pp. 45-63; idem., English Society in the 
Later Middle Ages, 1348-1500 (London, 1990), p. 142; C. Given-Wilson, The English Nobility in the Late 
Middle Ages: the Fourteenth-Century Political Community (London, 1987). 
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control of the crusading enterprise.  While crusading remained a popular component of 
court culture in England, the very nature or act of crusading was transformed and even 
exploited, as Christian control of the Holy Land was increasingly out of reach and 
“crusading” became a tool in local politics and propaganda rather than an actual pursuit 
or goal of the English royal family.  Ultimately, in the fourteenth century, the English 
experience of both crusading and the Holy Land returned to the virtual or spiritual 
paradigm explored in chapters 3 and 4.  In both visual and literary culture, crusade 
ideology and history was employed as means to engender chivalric behavior, national 
identity and cultural memory, as expressed in works such as Richard Coer de Lion and 
Mandeville’s Travels.867  The idea of crusading offered a virtual landscape for knightly 
pursuits within England, rhetorically legitimized England’s wars with France, and 
defined England as a holy nation with a close, historical connection to the earthly 
Jerusalem through ancestral crusaders.868  This is not to suggest that the Holy Land – the 
historical place where Christ was crucified and resurrected – did not continue to captivate 
English imagination and devotion, propelling the faithful eastward (both physically and 
mentally) in search of Jerusalem.  Indeed, the Holy Land was both an object of devotion 
and wonder as well as a sacred landscape for contemplation and devotional performance 
in fourteenth-century England.  Jerusalem moreover was still understood as the center of 
                                                        
867 There are numerous important studies that explore these themes in fourteenth-century English culture.  
Cf. Yeager, Jerusalem in Medieval Narrative; Akbari, “The Hunger for National Identity”; G. Heng, 
Empire of Magic: Medieval Romance and the Politics of Cultural Fantasy (New York, 2003); T. Turville-
Petre, England the Nation: Language, Literature, and National Identity 1290-1340 (Oxford, 1996); D. 
Speed, “The Construction of the Nation in Medieval English Romance,” in Readings in Medieval Romance, 
edited by C.M. Meale (Cambridge, 1994). 
868 English nobles often claimed and celebrated their crusading ancestors.  For some fourteenth-century 
examples see K.A. Smith, Art, Identity and Devotion in Fourteenth-Century England: Three Woman and 
their Books of Hours (London, 2003), pp. 91-95. 
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the medieval world, the heart of Christendom.  As Mandeville wrote of the Holy Land in 
the introduction to his Travels:  
For als moche as the lond beʒonde the see þat is to seye the holy lond þat 
men callen the lond of promussioum or of beheste passyngne all oþere 
londes it is the most worthi lond most excellent and lady and souereyn of 
all oþere londes and is blessed and halewed of the precyous body and 
blood of oure lord jhessu crist… For it is the herte and the myddes of all 
the world.869   
 
While journeys to the Holy Land in the late Middle Ages were primarily undertaken by 
pilgrims or travelers (like Mandeville), not crusaders, the desire to once again possess the 
Holy Land remained strong.  Indeed, even Mandeville’s hyperbolic travel log declares the 
need for a new crusade to recapture the holy places and expel the pagans. 
 
****** 
 
The crusade movement, as both an idea and an image, was constantly changing in 
the twelfth and thirteenth centuries, making the search for “a visual culture of crusade” in 
medieval England a difficult task.  Indeed, crusading resulted in or inspired a diverse 
range of artistic production and expression England.  As such, one goal of this 
dissertation was to establish a methodology for analyzing diverse visual and contextual 
material on a single theme.  In his 2004 study Becket’s Crown, Paul Binski set out to 
restore the “imaginative universe” of Gothic art and architecture in England up to 1300.  
Binski proposed that “no account of a great church and its art is complete without a 
                                                        
869 Mandeville’s Travels, edited by P. Hamelius, p. 1, ll. 1-6, 20-21. Sir John Mandeville, Travels, edited 
and translated by A.W. Pollard (London, repr. 2006), p. 3: “For as much as the land beyond the sea, that is 
to say the Holy Land, that men call the Land of Promission or of Behest, passing all other lands, is the most 
worthy land, most excellent, and lady and sovereign of all other lands, and is blessed and hallowed of the 
precious body and blood of our Lord Jesus Christ…for it is the heart, and the midst of all the world.” 
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properly inclusive or holistic account of the “webs of significance,” human, ideological 
(or mythological) and artistic within which it was produced in the first place.”870  This 
dissertation was interested in the concept of the “imaginative universe” of twelfth- and 
thirteenth-century England but chose a highly focused point of reference or “web of 
significance,” the Crusades.  Also important in the formulation of this study was Cynthia 
Hahn’s discussion of “interpictoriality,” which she developed as a visual analog to the 
literary notion of intertextuality.  As Hahn notes, intertextuality “asserts that readers 
respond to textual references and cues by bringing previously read texts to bear on 
current acts of reading.”871  Interpictoriality as an art historical method underscores the 
value of considering the referential possibilities of works of art, especially works similar 
in theme, for the medieval viewer; it takes the full range of the viewer’s visual and 
cultural baggage into account.  Therefore, this study self-consciously juxtaposed material 
that had never been examined together before.  For example, chapters one and two paired 
the examination of the architecture of the military orders with a close inspection of the 
orders’ seals and was able to discern a close and meaningful parallel between changes to 
the orders’ corporate buildings in England and their self-fashioned images on their seals.  
Both the architectural and sigillographic expressions of the military orders’ crusading 
identities were localized over time; the corporate images of the international military 
orders became increasingly English.   
                                                        
870 P. Binski, Becket’s Crown, p. xii. Here, Binki is influenced by C. Geertz, Interpretation of Cultures 
(New York, 1973). 
871 C. Hahn, “Interpictoriality in the Limoges Chasses of Stephen, Martial, and Valerie,” in Image and 
Belief: Studies in Celebration of the 80th Anniversary of the Index of Christian Art, edited by C. Hourihane 
(Princeton, 1999), 109; idem., “Valerie’s Gift: A Narrative Enamel Chasse from Limoges,” in Reading 
Medieval Images, pp. 187-200. 
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This study hopefully made clear, however, that it was not only images that acted 
as points of reference for other images in shaping meaning and reception of the Crusades 
in England.  The buildings, seals, wall paintings, maps, pavements, manuscripts and 
funerary monuments examined in the above five chapters were framed and reframed over 
the longe durée by a number of social and cultural mechanisms, such as liturgy, 
preaching, devotion, pilgrimage, marriage and, indeed, the ebb and flow of the crusade 
movement itself.  While the visual and rhetorical language of crusading and the 
promotion of the crusade movement remained constant and rather compelling in England 
throughout the period under consideration, the very nature and act of crusading was 
transformed and even expanded in the later Middle Ages, as Christian control of the Holy 
Land was increasingly out of reach and “crusading” became an idea or metaphor rather 
than an actuality.872  After the fall of Jerusalem, the physical recovery of the city and 
control over the holy places ceased to be a viable goal of the crusades, although that is 
not to suggest that the faithful in the West were not constantly being reminded of their 
obligation, whether military or monetary, to the place where Christ had lived and died.  
One can locate the beginnings of this shift in the crusaders defeat at the Battle of Hattin 
in 1187 and then concretized in Pope Innocent III’s early thirteenth-century bull Quia 
Maior (1213) and decree Ad Liberandam (1215) of the Fourth Lateran Council.873  Recall 
that Innocent III “relocated” the crusades through his institution of crusade liturgies and 
moved crusade spirituality towards “christocentrism and a more radical interpretation of 
                                                        
872 See S. Menache, The Vox Dei: Communication in the Middle Ages (Oxford, 1990), chapters 5 and 8. 
873 For Quia Maior, G. Tangl, Studien zum Register Innocenz III (Weimar, 1929), 88-97; for Ad 
Liberandum, N.P. Tanner, Decrees of the Ecumenical Councils (London, 1990), 267-71; S.J. Allen and 
Emilie Amt (eds.), The Crusades: A Reader, Readings in Medieval Civilization and Cultures viii 
(Broadview Press, 2003), 252-256. 
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the crusade as imitatio christi.”874  Innocent’s promotion of the crusades demanded the 
participation of everyone – crusaders setting out on the armed pilgrimage and non-
crusaders remaining at home.  Maier suggests that these exercises “were a sign of 
devotion which underlined the religious character of the movement and they were, above 
all, believed to have the power to sway God’s judgment in favor of the crusades.”875  
Thus, the actions of those at home had a direct effect on the well being of the crusaders 
and the success of the crusade movement as a whole, which must have made crusading an 
ubiquitous part of local culture all over England.  Whether journeying towards the Holy 
Land or participating in crusade liturgy in England, Jerusalem was not simply a place, a 
physical destination, but it was increasingly an “image-object” for meditation and 
devotion on the Passion; it was inevitably the spiritual and mental destination of the later 
Middle Ages.876  The innovative new modes of local participation in crusading in the 
thirteenth century provided an important framework for understanding the visual material 
explored in chapter three.  Both the Holy Sepulchre Chapel at Winchester and Matthew 
Paris’s maps of Syria-Palestine suggest important responses to the increasing need to 
(re)locate the Holy Land in England and the desire to virtually or spiritually participate in 
crusading at the local level.   
The power of crusade ideology and the draw of the Holy Land were most 
forcefully felt among the king’s of England, who were constantly compelled to 
participate in the crusade movement and fashion themselves as model crusaders.  The 
thirteenth century in particular found crusading a key component of royal identity; in this 
period, kingship and crusading were intricately intertwined, following the zealous yet                                                         
874 Maier, “Mass, the Eucharist and the Cross,” pp. 359-60. 
875 See Maier, “Crisis, Liturgy and the Crusade.” 
876 Lewis, Reading Images, p. 224.  
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pious crusading activities of King Louis IX of France.  In chapters four and five, diverse 
art historical evidence was compiled and presented in order to highlight the role of 
crusading in shaping royal English patronage and identity.  The material examined in 
these chapters also suggests that an intense competition for control over the crusade 
movement existed between the kings of England and France.  Although very different in 
their use of the crusade in royal propaganda and self-fashioning, both Henry III and 
Edward I were inspired by French promotion of the crusade movement, which clearly is 
reflected some of their key artistic political programs of the period.  Henry III’s 
promotion of the Holy Blood relic, for example, was clearly influenced by Louis IX’s 
purchase of the Passion relics, which he enshrined in the Sainte-Chapelle with great 
pomp in 1246.  In the same vein, Edward I seems to have looked to Louis’ funerary 
program when commissioning monuments to commemorate the death of Queen Eleanor 
in 1290.   
 Significantly, Henry III and Edward I also used monumental wall paintings to 
express their crusader ambitions.  Although, in the case of King Henry, these ambitions 
actually qualify as crusader fantasies, since he never went on a crusade to the Holy Land 
despite taking the cross three times.  His patronage of the painted Antioch Chambers in 
his royal residences reveals a certain level of dedication to the crusade movement as a 
crucesignatus but ultimately offered the king landscapes for virtual crusading rather than 
acted as promises for actual crusading.  Edward, of course, was an active participant in 
the crusade movement, traveling to the Holy Land on a joint crusade with the king of 
France in the early 1270s.  However, by the end of the thirteenth century when he 
commissioned the Maccabees cycle in the Painted Chamber at Westminster, Edward was 
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more interested in “crusading” against the Scottish and would, in the next decade, place 
his Holy Land crusading hopes on his son and heir, Edward (II).  
King Edward I did not live to witness his son take the crusader’s cross and vow.  
In 1306, one year before his death, Edward I held the Feast of the Swans at Westminster 
for the ceremonial knighting of his son and three hundred of his subjects.  Although 
Edward I himself pledged to crusade in the Holy Land again (in the presence of the 
Patriarch of Jerusalem, who attended the banquet) after defeating the Scots, his son did 
not take the cross during the Westminster festivities.877  Edward II, who succeeded to the 
English throne in 1307, took the cross several years later following Pope Clement V’s 
proposal for a new crusade at the Council of Vienne (1311-12).  On current evidence, the 
young English king never seriously considered a campaign to the Holy Land or actively 
promoted the movement in England.  In order to benefit from papal crusade privileges 
like crusade taxes and exemptions, Edward II was required to assume the cross.878  
Additionally, Edward II’s participation in crusade business almost entirely was tied up 
with Anglo-French politics during the period, not his genuine desire to launch a campaign 
to liberate the Holy Land.  Indeed, Edward II took the cross at a lavish ceremony held not 
in England but in France at the Parisian court of his father-in-law, Philip IV the Fair, at 
Pentecost in 1313.  Through this grand crusading ceremony, Philip was establishing 
himself as the new leader of the crusade movement; he was replacing Edward I as the 
hope of the Holy Land.879  The Pentecost ceremonies were visually documented in five                                                         
877 On the Feast of the Swans, P. Coss, “Knighthood, Heraldry and Social Exclusion in Edwardian 
England,” in Heraldry, Pageantry and Social Display in Medieval England, edited by P. Coss and M. Keen 
(Woodbridge, 2002), pp. 60-65; C. Bullock-Davies, Menestrellorum Multitudo: Minstrels at a Royal Feast 
(Cardiff, 1978). 
878 See Tyerman, England and the Crusades, p. 242. 
879 E.A.R. Brown and N. Freeman Regalado, “La grant feste: Philip the Fair’s Celebration of the Knighting 
of His Sons in Paris at Pentecost of 1313,” in City and Spectacle in Medieval Europe, edited by B.A. 
  312 
illuminations contained in a Latin translation of Spanish animal fables called Dimna et 
Kalila (Paris, BnF, Ms. lat. 8504, fols. Bv-1r).  On fol. 1, Philip IV, his son Louis (X), 
and Edward II (in a red robe covered with the lion of England) are depicted receiving the 
cross from Cardinal Nicolas of Fréauville in front of a large crown of onlookers, who 
offer enthusiastic gestures towards the kings (Fig. 135).  Indeed, it was deliberately under 
Philip’s authority and in a spectacular performance before the French court that Edward 
I’s son took the cross, and the small miniature in lat. 8504 is the only surviving visual 
record of Edward II’s participation in the crusade movement.   
Prior to taking the cross and vowing to reclaim the Holy Land in 1313, Philip IV 
of France already had left his royal mark on the crusade movement.  On 13 October 1307, 
King Philip ordered the arrest and subsequent trial of all members of the Knights Templar 
in France on charges of heresy, including the denial of Christ, idolatry and 
homosexuality.880  The French king’s extreme actions against the Templars ultimately 
extinguished the exemplary knighthood of the crusades.881  Indeed, the arrest and violent 
suppression of the Templars was one of the most powerful signs of change in crusade 
ideology in the fourteenth century.  Of course, in reality, the French king’s suppression of 
the Templars was not grounded in ideology or morality but rather monetary necessity; the 
French monarchy, deeply in debt, wanted financial security and viewed the Templars 
(much like it previously viewed the Lombards and Jews) as a rich source that easily could 
be despoiled for the crown.882  Ironically, as Malcolm Barber points out, Philip IV’s                                                         
Hanawalt and K.L. Reyerson (Minneapolis, 1994), p. 73.  Much of the ceremony was recorded in the 
metrical chronicle contained in the Roman de Fauvel (Paris, BnF, Ms. fr. 146) between 1313 and 
early1317. 
880 See M. Barber, The Trial of the Templars, 2nd edition (Cambridge, 2006). 
881 Tyerman, England and the Crusades, p. 240.  
882 Cf. C. Perkins, “The Wealth of the Knights Templars in England and the Disposition of it after their 
Dissolution,” The American Historical Review 15:2 (1910), p. 252. 
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desire for financial security in part was due to his plan to follow in the footsteps of his 
illustrious grandfather, Saint Louis IX, and mount an expedition to regain the Holy Land 
for western Christendom, that is, for France.883  Edward II’s response to the suppression 
of the Templars was noncommittal; he was quick to inventory and confiscate their lands 
and portable goods, but he neither zealously nor violently pursued their arrest and 
suppression.884  In 1312, Pope Clement V mandated that the Hospitallers be assigned all 
Templar holdings in western Europe, but members of the Hospital of St. John in England 
struggled with the king for control of the Templar estates for over a decade.  Indeed, 
Edward II seized the New Temple in London, a symbol of the crusade movement and a 
powerful sign of Jerusalem in England, as a possession of the crown, and he gifted the 
property along with the church building to several of his favorites at court, including 
Thomas, Earl of Lancaster (beheaded 1322) and then Aylmer of Valence, Earl of 
Pembroke.  In 1324, however, on papal threats of excommunication and interdict, 
Edward II finally assigned the London property to the Hospitallers.885  It seems clear that 
Edward II was not influenced by the once powerful relationship between the New 
Temple, as a copy of the Holy Sepulchre in Jerusalem, the military orders and the 
Crusades.  Interestingly, three years after Edward II’s deposition and death in 1327, a 
Hospitaller named Adam of Cokerham set out for the Holy Land to fulfill the late king’s 
crusader vow, outstanding since 1313, expressly for the salvation of the king’s soul.886                                                           
883 See Barber, Trial, pp. 56-57.  See also N. Housley, “France, England and the ‘National Crusade,’ 1302-
1386,” in France and the British Isles in the Middle Ages and Renaissance, edited by G. Jondorf and D.N. 
Dumville (Woodbridge, 1991), pp. 183-198; M. Sághy, “Crusade and Nationalism: Pierre Dubois, the Holy 
Land, and French Hegemony,” in The Crusades and the Military Orders: Expanding the Frontiers of 
Medieval Latin Christianity, edited by Z. Hunyadi and J. Laszlovskzy (Budapest, 2001), pp. 43-50. 
884 J.S. Hamilton, “Apocalypse Not: Edward II and the Suppression of the Templars,” Medieval 
Perspectives 12 (1997), pp. 90-100. 
885 G. Worley, The Church of the Knights Templars in London (London, 1907), pp. 15-16. 
886 CCR, 1330-33, p. 315; Tyerman, England and the Crusades, p. 246. 
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The English investment in the crusade movement and the Holy Land becomes 
even more complex during the reign of King Edward III (1327-1377).887  Edward III’s 
coronation took place in 1327, when he was only fourteen years old.  His mother, Queen 
Isabella, and her lover, Roger Mortimer, who together arranged Edward II’s deposition, 
maintained control of England’s government during the young king’s minority.  Edward 
III officially came to power in 1330, after he ordered the arrest and execution of 
Mortimer on the grounds of abuse of power.  As Tyerman shows, after Edward III took 
over the governance of England, hopes for a new crusade increased; indeed, a major Holy 
Land crusade would have been the perfect stage for the new king to solidify and display 
his militaristic values before an international audience.  Quite significantly, however, 
Edward III never assumed the crusader’s cross; he never publically displayed that level of 
commitment to reclaim the Holy Land.888  In fact, he was the first king of England since 
Stephen (r. 1135-1154), who did not take the vow to go on crusade to the Holy Land.  
Briefly in the 1330s, Edward showed some interest in joining the French crusade effort, 
under the leadership of Philip IV, but he was more interested in pursuing local wars first 
with Scotland and then France.889  He misrepresented his desire to participate the 
proposed crusade in order to distract the French king and dispel French fears of another 
Anglo-French war.  He also tried to leverage his involvement in the crusade for the 
former English lands of Gascony.  Philip IV refused Edward’s proposal and eventually 
charged the English king with preventing the campaign, which Pope Benedict XII 
postponed indefinitely in 1336.  The outbreak of the Hundred Years War in 1337, as 
Norman Housely suggests, suppressed all popular hope in England for the military                                                         887 On Edward III’s reign, W.M. Ormrod, The Reign of Edward III, 2nd ed. (Stroud, 2000).  
888 Tyerman, England and the Crusades, pp. 246-247. 
889 For this and the following, see Tyerman, England and the Crusades, pp. 247-250. 
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recovery of the Holy Land, undoubtedly quelling the conception of crusading as a 
physical goal.890      
Identifying a visual culture of crusade in Edward III’s England is a complicated 
task, because crusading was increasingly entrenched in the emergent cult of chivalry. 
Early in his reign Edward III showed some interest in the crusader past: in 1327, the king 
returned “one round hat of steel lately of the Sultan Saladin with a silver-gilt circlet, with 
treasure, and with babewyns” to the keeper of the privy wardrobe.891  Although it is 
unclear why the helmet was removed from the wardrobe and how it was used during its 
stay in the king’s chamber, it is clear that Edward III understood its symbolic 
significance, cultural value and history within the context of Richard I’s epic duel with 
Saladin, the fictitious episode immortalized in Henry III’s Antioch Chamber at Clarendon 
and the subject of tapestries recorded in the royal wardrobe later in Edward III’s reign.892  
Edward III’s reign saw the decisive conflation of crusading ideology, holy warfare and 
chivalric culture, spurred by Edward’s wars with France and his chivalrous pursuits, 
including his interest in Arthuriana and his devotion to the militaristic St. George.893  
Indeed, the international St. George, certainly a more appealing patron saint for the 
monarchy than the docile Edward the Confessor, was a foremost model for Edward III’s 
carefully crafted public image and later his chivalric order of knights, the Order of the 
                                                        
890 N. Housley, The Later Crusades, 1274-1580 (Oxford, 1992), p. 260.   
891 London, BL, Add. Ms. 60584, fol. 8v: “Et de 1 capello rotundo de ascere nuper Saladini Soldanis cum 
circulo arg. superaurato cum tressuris et babewiner. cum coffino de coreo nigro,” cited, translated and 
discussed in J. Vale, “Image and Identity in the Prehistory of the Order of the Garter,” in St. George’s 
Chapel Windsor in the Fourteenth Century, edited by N. Saul (Woodbridge, 2005), pp. 35-36. 
892 Vale, “Image and Identity,” p. 37 and n. 8.  London, NA, E 101/391-15, m. 26r: “1dossar de passu 
Saladini.”  See also T.F. Tout, Chapters in the Administrative History of Medieval England, 6 vols. 
(Manchester, 1920-33), 4.401-405. 
893 J. Vale, Edward III and Chivalry. Chivalric Society and Its Context 1270-1350 (Woodbridge, 1982); 
W.M. Ormrod, “For Arthur and St George: Edward III, Windsor Castle and the Order of the Garter,” in St. 
George’s Chapel Windsor in the Fourteenth Century, edited by N. Saul (Woodbridge, 2005), pp. 13-34.  
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Garter (founded 1348).894  St. George, of course, was strongly associated with the crusade 
movement and the military protection/liberation of the Holy Land (recall, the earliest 
images of St. George in England were drawn from textual accounts of the Battle of 
Antioch during the First Crusade), and he was popular with the English monarchy at least 
since the reign of Henry III.895  A seneschal to King Henry, Paulinus Piper, may have 
composed a “Life of Saint George” for the king around 1245, and Henry requested a 
painted image of St. George at Winchester Castle in 1256.896  Edward III’s patronage of 
St. George, however, had less to do with royal precedent and the saint’s relationship to 
the Crusades and more to do with St. George’s celebrated status as the extreme exemplar 
of chivalry: Tu Jorges, il chivalerie.897  
Arguably, Edward III also was interested in the East, particularly images of and 
imports from the “exotic” Orient, which perhaps augmented his attraction to St. George.  
Not only did Edward III have an interest in eastern relics (e.g. Saladin’s helmet), 
narratives and saints, but he also was the stated dedicatee in fourteenth-century insular 
versions of Mandeville’s Travels, known for fantastic descriptions of other cultures and 
far off places, and was known to have his knights dress up in the guise of eastern warriors 
                                                        
894 The function, symbolism and patronage of the Order of the Garter are all complicated issues.  On the 
Order, see H.E.L. Collins, The Order of the Garter, 1348-1461: Chivalry and Politics in Late Medieval 
England (Oxford, 2000); idem., “The Order of the Garter, 1348-1461: Chivalry and Politics in Later 
Medieval England,” in Courts, Counties and the Capital in the Later Middle Aged, edited by D.E.S. Dunn 
(Stroud, 1996), pp. 155-180; D’Arcy Jonathan Dacre Boulton, The Knights of the Crown: the Monarchical 
Orders of Knighthood in Later Medieval Europe (Woodbridge, 1987). 
895 On the early images of St. George, see above chapter 4. 
896 D.A.L. Morgan, “The Banner-bearer of Christ and Our Lady’s Knight: How God became an Englishman 
Revisited,” in St. George’s Chapel Windsor in the Fourteenth Century (Woodbridge, 2005), p. 57; R.A. 
Brown, H.M Colvin and A.J. Taylor, eds., History of the King’s Works, 2 vols. (London, 1963), 1.481. 897 From John of Howden’s Le Rossignol (written for Queen Eleanor of Provence), see L.W. Stone, “Jean 
de Howden, poèt anglo-normande du xiii siècle,” Romania 69 (1946), p. 507. 
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during tournaments and court performances.898  At the king’s Cheapside tournament of 
1331, a group of noble knights, dressed in red velvet tunics and white cameline hoods, 
was led through a London procession route on a silver chain by a second group of sixteen 
knights “splendido apparatu vestiti ad similitudinem Tartarum lavati.”899  On the bas-de-
page of folio 82 in the famous Psalter of Sir Geoffrey Luttrell (London, BL, Add. Ms. 
42130, c. 1345), an elegant knight bearing the arms of England is depicted unhorsing a 
black knight with exaggerated facial features and a shield bearing the head of a Moor or 
Tartar (Figs. 136-137).  Like the Tartar-decked knights described in the Cheapside 
procession, the black figure in the Luttrell Psalter should be understood as wearing a 
costume, a mask painted with a Tartar’s face, as a means to further dramatize the joust.900  
This image, Michael Camille noted, is hardly an image of actual warfare or crusading but 
a representation of a representation, like the costumed role-playing that took place at the 
Cheapside tournament.901  Although the Cheapside procession and the Luttrell duel were 
part of a performance – a “costumed fantasy” at court, the ideological message of the 
English knight triumphing over the exotic Other, in this case a Tartar, is clear, even when 
exploited in local spectacles as pure entertainment.   
Crusading ideals had changed dramatically in England since the twelfth and 
thirteenth centuries.  By the reign of Edward III in the fourteenth century, crusading was 
rhetorical, propagandistic, localized, dramatized and predominantly a means of papal                                                         
898 A. Fleck, “Here, There and In between: Representing Difference in the “Travels” of Sir John 
Mandeville,” Studies in Philology 97:4 (2000), pp. 379-400.  Edward III probably owned a copy of the 
Travels, see Vale, Edward III and Chivalry, p. 51. 
899 Chronicles of the Reigns of Edward I and Edward II, edited by W. Stubbs (London, 1882-3), p. 354; 
Vale, Edward III and Chivalry, p. 62. 
900 For tournaments and jousts in medieval England, J.R.V. Baker, The Tournament in Medieval England 
1100-1400 (Woodbridge, 1986); R. Barber and J. Baker, Tournaments, Jousts, Chivalry and Pageants in 
the Middle Ages (New York, 1989).  
901 See Camille, Mirror in Parchment, pp. 60-61. 
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compensation, not an international military pursuit.  Edward III was certainly fascinated 
by eastern culture and perhaps even the idea of crusading, but he never subscribed to the 
military goals of the crusade movement or took the cross.  For the knights of his court 
who wanted to fight the infidel, he ordered lavish tournaments, in which crusade fantasies 
could play out on a local stage.  
In the fourteenth century, no one embodies the intense desire for a crusade more 
than the young knight and Jerusalem pilgrim, Philippe de Mézières, who attempted in the 
1360s to found a new crusading order, the Order of the Passion, based upon the Orders of 
the Temple and Hospital.902  The knighthood’s focus was Christ’s suffering, the blood he 
shed for man, and its express goal was the recovery of the Holy Land.903  In 1395, 
Philippe composed an epistolary letter to King Richard II (r. 1377-1399), offering him 
the new order of chivalry, which, he wrote, was essential for a new passage to Jerusalem 
and the reform of Christendom.904  While the stated goal of the letter was to inspire 
lasting peace between the kings of France and England, Charles IV and Richard II 
respectively, it clearly was Philippe’s hope that this peace would allow the two great 
monarchs of the west to lead a joint crusade to the Holy Land.  The illuminated 
presentation copy of the Epistre au roi Richart (London, BL, Royal 20 B VI) contains a 
sumptuous frontispiece that visually underscores the need for an alliance between the 
kings of England and France for a new crusade.  As Sandra Hindman noted, this message 
was economically presented through a juxtaposition of heraldic and emblematic symbols 
                                                        
902 See N. Jorga, Philippe de Mézières 1327-1405: La croisade au XIVe siècle (Paris, 1896); Tyerman, 
England and the Crusades, p. 260.  
903 See A. Tarnowski, “Material Examples: Philippe de Mézières’ Order of the Passion,” Yale French 
Studies 110 (2006), pp. 163-175.  
904 Philippe de Mézières, Letter to King Richard II: A Plea made in 1395 for Peace between England and 
France, introduction and translation by G.W. Coopland (Liverpool, 1975), pp. 4-5. 
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(Fig. 138).905  In the upper register, the Crown of Thorns is depicted in between the 
crowns of France (left) and England (right), and it radiates delicate beams of gold toward 
each bejeweled crown.  In the lower register, Jesus’ name (ysu) is inscribed across a blue 
field with gold fleur-de-lis and a red field with gold leopards, representing France and 
England respectively.  In the facing miniature, Philippe humbly kneels before the young 
English king and hands him the book (Fig. 139).  Unfortunately, it is difficult to gauge 
Richard II’s reception of the crusade proposals of the 1390s as well as Philippe’s fervent 
and heartfelt brand of crusade propaganda, as Richard was deposed and executed well 
before a campaign to the Holy Land could get off the ground.  Nevertheless, there have 
been several notable attempts by scholars to locate a visual culture of crusade at 
Richard’s court, in particular, which endeavor to establish a “crusading context” for the 
celebrated Wilton Diptych, one of the most enigmatic paintings of the later Middle 
Ages.906 
 
                                                        
905 S.L. Hindman, Christine de Pizan’s Epistre Othéa: Painting and Politics at the Court of Charles VI 
(Toronto, 1986), p. 154. 
906 See M. Keen, “The Wilton Diptych: The Case for a Crusading Context,” in The Regal Image of Richard 
II and the Wilton Diptych, edited by D. Gordon, L. Monnas and C. Elam (London, 1997), pp. 189-196; 
M.V. Clark, “The Wilton Diptych,” Burlington Magazine LVIII (1931), pp. 283-94. 
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Figures and Table 
 
 
          
Fig. 1 – St. Sepulchre’s, Northampton.  Engraving by S. Rawle, John Smith 
& John Roffe after pictures by G. Shepherd & J. Britton from reproduction 
in Britton's Architectural antiquities of Great Britain (1807) 
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Fig. 2 – Round Church, Cambridge (ARTstor) 
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Fig. 3 – Temple Mount, Jerusalem (ARTstor)  
 
Fig. 4 – Dome of the 
Rock, Jerusalem 
(ARTstor) 
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Fig. 5 – Cast of Bulla of 
the Temple (Author’s 
photograph) 
Fig. 6 – Cast of Bulla 
of the Hospital 
(Author’s photograph) 
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    Fig. 8 – Plan, Crusader Church of the Holy Sepulchre, Jerusalem, after 
1048 (ARTstor) 
Fig. 7 – Plan, Hospital of St. John, Clerkenwell, Phase I from Barney Sloan 
and Gordon Malcolm, Excavations at the Priory of the Order of the Hospital of 
St. John of Jerusalem, Clerkenwell, London (London, 2001)   
  325 
       
    
Fig. 9 – Plan, Hospital of St. John, Clerkenwell, Phase II from 
Sloan and Malcolm, Excavations (2001) 
Fig. 10 – Plan, New Temple   
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Fig. 11 – Temple 
Church, Interior of 
Round Nave (Author’s 
photograph) 
 
Fig. 12 – Plan, Paris Temple 
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      Fig. 13 – William Emmett, Engraving of New Temple, c. 1682 
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Fig. 14 – New Temple, Choir, 
1230s (Author’s photograph) 
Fig. 15 – New Temple, Choir, Exterior (Author’s photograph) 
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Fig. 16 – Bulla of Master 
Evrard des Barres (cast of 
lead original).  Paris, Archives 
nationales D 9858 (Author’s 
photograph) 
Fig. 17 – Dome of the Rock, Jerusalem (ARTstor) 
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Fig. 18 – Templar Seal 
(cast of lead original).  
Paris, Archives nationales 
D 9863 (Author’s 
photograph) 
Fig. 19 – French Templar 
Seal (cast). Paris, 
Archives nationales D 
9864 (Author’s 
photograph) 
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Fig. 20 – French Master’s 
Seal (casts).  Paris, Archives 
nationales D 9861 (Author’s 
photograph) 
Fig. 21 – Abraxas Amulet.  Baltimore, Walter’s Art 
Museum, Roman Art 42.868. 
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Fig. 22 – English Templar Seal.  London, National Archives E 
42/448 (Author’s photograph) 
Fig. 23 – Bulla of the Hospital of St. 
John of Jerusalem (casts of lead 
original).  Paris, Archives nationales 
D 9880. (Author’s photograph) 
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Fig. 24 – Bulla of the Hospital of 
St. John, Fourteenth Century 
(casts of lead original).  Paris, 
Archives nationales (Author’s 
photograph)  
Fig. 25 – Bulla of the Master and 
Convent of the Hospital of St. John 
(casts of lead original).  Paris, 
Archives nationales D 9878 (Author’s 
photograph) 
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Fig. 26 – Seal of Walter, Prior of England.  London, British Library, Harley 
Charter 83 C. 40 (British Library Image Services) 
Fig. 27 – Seal of Garnier of Nablus.  London, National Archives E 40/6708 
(Author’s photograph) 
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Fig. 28 – Counterseal of Garnier of Nablus.  London, National Archives E 40/6708 
(Author’s photograph) 
Fig. 29 – Seal of the Hospital of St. John of Jerusalem in England.  
London, National Archives, E 329/15 (Author’s photograph) 
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Fig. 30 – St. John the 
Baptist.  Byzantine 
Icon, ca. 1300. 
London, British 
Museum. 
Fig. 31 – Bulla of 
Pope Boniface VIII, 
1295.  London, 
National Archives SC 
7/6/14 (Author’s 
photograph) 
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Fig. 32 – Holy Sepulchre Chapel, Winchester Cathedral, Winchester, 
England, 1170s (ARTstor)    
Fig. 33 – Holy Sepulchre, St. Cyriakus, Gernrode, Germany, 1080-
1120 (Foto Marburg)  
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Fig. 34 – Deposition 
and Entombment (East 
Wall), Holy Sepulchre 
Chapel, Winchester 
Cathedral, 1170s 
(Author’s photograph) 
Fig. 35 – Deposition 
(Author’s photograph) 
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Fig. 36 – Entombment (Author’s photograph) 
Fig. 37 – Censing Angel (Author’s photograph) 
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Fig. 38 – Maries at the Tomb (Author’s photograph) 
Fig. 39 – Entombment, East Wall (Author’s photograph) 
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Fig. 40 – Pilgrim’s Steps, 
North Transept, Winchester 
Cathedral (John Crook, 
Winchester Cathedral 
(Hampshire, 2001)) 
Fig. 41 – Plan, Holy Sepulchre between piers of the crossing, facing north transept 
from British Archaeological Association, Medieval Art and Architecture at Winchester 
Cathedral (Leeds, 1983). 
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Fig. 42 – East Wall and 
Western Bay of South Wall; 
Thirteenth-Century Vault 
(Author’s photograph) 
 
Fig. 43 – Deposition and Entombment (partial view), 1220s 
(Author’s photograph) 
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Fig. 44 – Entombment 
1220s (Author’s 
photograph) 
Fig. 45 – Pantocrator, East 
vault above altar 
(Author’s photograph) 
Fig. 46 – Entry into 
Jerusalem and Raising 
of Lazarus, Western 
Bay of South Wall, 
1220s (Author’s 
photograph) 
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Fig. 48 – Martyrdom of 
St. Catherine (Author’s 
photograph) 
Fig. 47 – St. Katherine 
of Alexandria Cycle 
(Eastern Bay of South 
Wall), 1220s 
(Author’s photograph) 
Fig. 49 – Martyrdom 
of St. Catherine. 
Drawing by E.W. 
Tristram, English 
Medieval Wall 
Painting (Oxford, 
1944). 
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Fig. 50 – Harrowing of Hell and Noli-me-Tangere (Western Niche of South 
Wall), 1220s (Author’s photograph) 
Fig. 51 – Entry into Jerusalem, Raising of Lazarus, Harrowing of Hell and Noli-me-
Tangere (Western Bay of South Wall). Drawing by E.W. Tristram, English Medieval 
Wall Painting (Oxford, 1944). 
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Fig. 52 – Chapel of the Guardian Angels, Winchester Cathedral, 
1220s (Author’s photograph) 
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     Fig. 53 – London to Beauvais.  Chronica Majora.  Cambridge, Corpus Christi College Ms. 26, fol. i r (Parker Library on the Web)  
  348 
     Fig. 54 – Tyre and Acre.  Chronica Majora.  Cambridge, Corpus 
Christi College Ms. 26, fol. iii v (Parker Library on the Web) 
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     Fig. 55 – Palestine.  Chronica Majora.  Cambridge, Corpus Christi College Ms. 26, fol. iv r (Parker Library on the Web) 
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Fig. 56 – Apulia and Rome.  Chronica Majora.  Cambridge, Corpus 
Christi College Ms. 26, fol. iii r (Parker Library on the Web) 
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Fig. 57 – Apulia with Symbol (seigne) to Acre, fol. iii r (Parker Library on 
the Web) 
Fig. 58 – Symbol and Directions to Acre; Boat to Acre, fol. iii r (Parker 
Library on the Web) 
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Fig. 59 – Detail of London, fol. i (Parker Library on the Web) 
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Fig. 60 – Saint-Denis and City of Paris, fol. i v (Parker Library on the Web) 
Fig. 61 – La Tour du Pin, fol. ii r 
(Parker Library on the Web) 
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Fig. 62 – City of Rome, fol. iii (Parker Library on the Web) 
Fig. 63 – City of Acre.  Cambridge, CCC Ms. 26, fol. iii v (Parker Library on 
the Web) 
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Fig. 64 – City of Acre and Palestine (damaged).  Cambridge, CCC Ms. 16, fol. 
iii v-iv r (Parker Library on the Web) 
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Fig. 65 – City of Acre.  Historia Anglorum.  London, BL, Royal Ms. C VII 14 
(British Library, Digital Catalogue of Manuscripts) 
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Fig. 66 – Palestine Opening.  Cambridge, CCC Ms. 26 fols. iii v-iv r 
(Parker Library on the Web) 
Fig. 67 – Boats 
Arriving in Acre, fol. 
iv r (Parker Library on 
the Web) 
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Fig. 68 – Caspian Mountains (upper left-hand corner), fol. iii v 
(Parker Library on the Web) 
Fig. 69 – Armenia and Noah’s Ark, fol. iii v 
(Parker Library on the Web) 
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Fig. 70 – Saracen with Camel and Scimitar.  Cambridge, CCC Ms. 16, fol, iii v 
(Parker Library on the Web) 
Fig. 71 – Loss of Jerusalem in 1244.  Cambridge, CCC Ms. 16, fol.  171v 
(Parker Library on the Web) 
 
  360 
      
            
Fig. 72 – Loss of Jerusalem in 1187.  Cambridge, CCC Ms. 26, fol. 140r 
(Parker Library on the Web) 
 
Fig. 73 – Tartar Cannibal Feast.  Cambridge, CCC Ms. 26, fol. 167r 
(Parker Library on the Web) 
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Fig. 74 – Jerusalem, fol. iv (Parker Library on the Web) 
 
Fig. 75 – The New Jerusalem, Trinity 
Apocalypse. Trinity College 
Cambridge, MS R.16.2., fol. 25v 
(D. McKitterick (ed.), The Trinity 
Apocalypse (London, 2005))  
  362 
  
  
  
Fig. 76 – Interior of the Painted 
Chamber.  William Capon, 1799.  
Fig. 77 – St. George in 
Battle. Fordington 
Doorhead, c. 1098-1110 
(Author’s photograph) 
 
Fig. 78 – Fallen Soldiers. 
Fordington Doorhead, c. 
1098-1110 (Author’s 
photograph) 
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Fig. 79 – St. George. Hardham, c. 1100. (B. Jewitt, Flickr Photoshare) 
Fig. 80 – Top: Marching Crusaders.  Templar Chapel, Cressac-sur-
Charente, mid-twelfth century (Author’s photograph) 
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Fig. 82 – Crusader King 
receiving fleurs­de­lis from 
Lady.  Templar Chapel, 
Cressac-sur-Charente 
Fig. 83 – Battle of Antioch. 
Poncé-Sur-Loir, third quarter 
of the twelfth century 
Fig. 81 – Knight Charging into Battle.  Templar Chapel, Cressac-sur-Charente 
(Author’s photograph) 
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Fig. 84 – Crusade Window 
(Reconstruction), Abbey of Saint-Denis, 
c. 1145-1158 from E. Brown and M. 
Cothren, "The Twelfth-Century 
Crusading Window of the Abbey of 
Saint-Denis” (1986) 
Fig. 85 – “Battle of Ascalon,” Crusade Window, Saint-Denis from Ibid. 
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Fig. 86 – Frontispiece, Chanson d’Antioche.  Paris, BnF Ms. fr. 12558, fol. 58v 
(Mandragore) 
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Fig. 87 – Battle 
between Crusaders and 
Turks. Paris, BnF, Ms. 
fr. 786, fol. 173v 
(Mandragore) 
Fig. 88 – Combat 
between Godefroy de 
Bouillon and Marbrin.  
Paris, BnF, Ms. fr. 
786, fol. 265v 
(Mandragore) 
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Fig. 89 – Combat 
between Alexander 
and Dinas 
l’Orgeilleux. Paris, 
BnF, Ms. fr. 786, fol. 
37v (Mandragore) 
Fig. 90 – Robert Curthose vs. Kerbogha, Crusade Window, Saint-Denis 
from Brown and Cothren, “Twelfth-Century Crusading Window.” 
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Fig. 91 – Battle of Ai, from Book of Joshua (8:18-29).  New York, J. Pierpont 
Morgan Library, Picture Bible, Ms. M.638, fol. 10v (W. Noel and D. Weiss, eds. 
The Book of Kings: Art, War, and the Morgan Library's Medieval Picture Bible 
(London, 2002)) 
  370 
  
     
Fig. 92 – Warfare of Judas and Nicanor.  Painted Chamber, Westminster Palace (P. 
Binski, The Painted Chamber at Westminster (London, 1986)) 
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Fig. 93 – Duel of Richard I and Saladin. Chertsey Abbey, ca. 1250 (ARTstor) 
Fig. 94 – Boy Astride Lion.  Chertsey Abbey, ca. 1250 
  372 
       
  
 
 
 
 
 
 
Fig. 95 – Second Seal of King 
Richard I 
Fig. 96 – Combat between Knight and Saracen. Luttrell Psalter, London, BL 
Add. Ms. 42130, fol. 82 (ARTstor) 
  373 
       
Fig. 97 – Historiated Initial ‘S’: Throne of Mercy; St. John writing; St. Paul 
preaching. Douce Apocalypse. Bodleian Library, Oxford, Ms. Douce 180, fol. 1r. 
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Fig. 98 – Revelation 13:4. 
Trinity Apocalypse.  
Trinity College, 
Cambridge, Ms. R.16.2, 
fol. 14v. 
Fig. 99 – Revelation 13:4.  Morgan Library Apocalypse, Ms. M 524.  
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Fig. 100 – Second Horseman.  Metz Apocalypse.  Metz, Bibliothèque municipale Ms. 
Salis 38, fol. 5. 
Fig. 101 – The New 
Jerusalem.  Trinity 
Apocalypse, fol. 25v. 
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Fig. 102 – Locusts.  Douce Apocalypse, p. 29. 
Fig. 103 – The Horsemen Destroy the People. Trinity Apocalypse, fol. 7. 
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Fig. 104 – Eleanor of Castile’s Tomb Effigy, Westminster Abbey. 
Fig. 105 – Eleanor of Castile’s Tomb Base, Westminster 
Abbey. Drawing by E.W. Tristram, English Medieval Wall 
Painting (London, 1944)   
  378 
  
     
Fig. 106 – Eleanor of Castile’s 
Funeral Procession Route 
(marked by the crosses) from 
Lincoln to London. 
Fig. 107 – Waltham Cross 
(Author’s photograph) 
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Fig. 108 – Hardingstone Cross 
(Author’s photograph) 
Fig. 109 – Geddington Cross (Author’s photograph) 
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Fig. 110 – Charing Cross, 
Reconstruction (Author’s 
photograph) 
Fig. 111 – Waltham Cross 
(Author’s photograph) 
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Fig. 112 – Hardingstone Cross, 
with prayer book (Author’s 
photograph) 
Fig. 113 – Hardingstone Cross, 
detail of stone prayer book and 
heraldic shields: Castile & 
England (Author’s photograph) 
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Fig. 115 – Giant dancing with an 
Eleanor Cross.  Luttrell Psalter. 
London, BL Add. Ms. 42,130, fol. 
159v (ARTstor) 
Fig. 114 – Geddingstone Cross, 
plane of triangular base (Author’s 
photograph) 
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Fig. 116 – Waltham Cross, detail of floriated diaper work, etc. (Author’s photograph) 
Fig. 117 -- Geddington Cross, 
detail of diaper work on base 
(Author’s photograph) 
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Fig. 118 – Double Tomb of Alfonso VIII and Eleanor Plantagenet 
Fig. 119 – Montjoies.  
From etching in 
Cabinet des Estampes, 
Paris 
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Fig. 120 – Sainte-Chapelle, Paris (Author’s photograph) 
Fig. 121 – March Calendar Page. 
Très Riches Heures.  Chantilly, 
Musée Condé, Ms. 65 
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Fig. 122 – Detail 
of March Page 
 
Fig. 123 – Meeting of the 
Magi.  Très Riches Heures, 
fol. 51v  
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Fig. 124 – Detail of Meeting of the Magi. 
Fig. 125 – Fall of Jerusalem, Painted Chamber (Stothard). 
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Fig. 126 – Tomb of Edmund 
Crouchback, Westminster Abbey, 
post-1296. 
Fig. 127 – Judas 
Maccabeus and Flight of 
Lysias.  Paris, BnF ms. fr. 
15,104, fol. 31v 
(Mandragore) 
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Fig. 128 – Antiochus and the Maccabean Martyrs, Painted Chamber  
Fig. 129 – Fall of Antiochus, Painted Chamber 
Fig. 130 – Warfare of Judas Maccabeus and Nicanor, Painted Chamber 
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Fig. 131 – Destruction of Sennacherib, Painted Chamber  
Fig. 132 – Nebuchadnezzar and Jehoiachin, Painted Chamber (Crocker) 
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Fig. 133 – Zedekiah and the Fall of Jerusalem, Painted Chamber (Crocker) 
Fig. 134 – Story of King Abimelech, Painted Chamber (Stothard)  
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Fig. 135 – Philip IV and Edward II take the Cross.  Paris, BnF, Ms. lat. 8504, fol. 1 
(Mandragore) 
Fig. 136 – Knight and Tartar/Moor Jousting.  London, BL, Add. Ms. 42,130, fol. 
82 (British Library Digitised Manuscripts) 
  393 
 
 
 
 
 
 
 
 
 
 
Fig. 137 – Detail of Knight in Guise of Tartar/Moor (British Library 
Digitised Manuscripts) 
Fig. 138 –Frontispiece.  Epistre 
au roi Richart.  London, BL, 
Royal 20 B VI, fol. 1v (British 
Library Digitised Manuscirpts) 
  394 
 
 
 
Fig. 139 –Frontispiece.  Epistre au roi Richart.  London, BL, Royal 20 B VI, fol. 2 
(British Library Digitised Manuscirpts) 
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 TWELFTH-CENTURY SCHEME THIRTEENTH-CENTURY 
SCHEME 
East Wall: 
Upper Tier 
Deposition w/ the Virgin, Joseph of 
Arimathea, Christ, Nicodemus, St. 
John the Evangelist and Mary 
Magdalene 
Deposition w/ the Virgin, Joseph of 
Arimathea, Christ, Nicodemus, 
Centurion holding scroll, and St. 
John the Evangelist 
East Wall: 
Lower Tier 
Entombment (center)  
Maries at the Sepulchre (left) 
Harrowing of Hell (right) 
Entombment 
Maries at the Sepulchre (right) 
Eastern Groin 
Vault 
N/A (chapel had flat ceiling in 
twelfth century, which may have 
featured similar painting as the 
thirteenth-century vaults) 
Christ Pantocrator  
Evangelist symbols 
Infancy roundels 
Busts of prophets and kings 
Agnus Dei (carved boss in keystone) 
South Wall: 
East Bay, 
Upper Tier 
Passion Cycle(?).  Mitred Head 
(Jewish Priest?); Sinopia drawings of 
Passion inc. Christ before Pilate, 
Christ before High Priest, and Denial 
of Peter 
Entry into Jerusalem  
Raising of Lazarus 
South Wall: 
East Bay, 
Lower Tier 
UNKNOWN Harrowing of Hell  
Noli-me-Tangere 
Pilaster Grotesque/demon at dado level  Grotesque/demon at dado level 
South Wall: 
West Bay, 
Upper Tier 
Resurrection of the Dead w/ Angel 
blowing the Last Trump 
Soul accompanied by a devil (set 
within a roundel in the gable) 
South Wall: 
West Bay, 
Lower Tier 
UNKNOWN Scenes from Life of St. Katherine of 
Alexandria: beheading; soul carried 
to Heaven by angel; executioner 
cleaning sword 
West Wall UNKNOWN  
 
UNKNOWN (Last Judgment?) 
Western Groin 
Vault 
N/A (chapel had flat ceiling in 
twelfth century, which may have 
featured similar painting as the 
thirteenth-century vaults) 
UNKNOWN (collapsed) 
North Wall UNKNOWN (any twelfth-century 
paintings were destroyed when the 
arches were added in the thirteenth 
century) 
N/A 
 
Table 1 – Wall Painting Schemes in the Holy Sepulchre Chapel, Winchester Cathedral. 
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